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Circe’s Understanding of Rape Victims 
in Ovid’s Metamorphoses, XIV
Karen Mower Rufo
Waltham High School
e  f
I .  I N T R O D U C T I O N :  P R E D A T O R  A S  R E A D E R 1
Violence in idyllic settings crafts a type of informal “education” by which characters 
of Ovid’s Metamorphoses learn from previous stories how to (re)act and how to un-
derstand their situations and roles within the narrative. The goddess Circe receives 
such an education from successful and unsuccessful rapes committed by divine or 
semi-divine beings on others who travel in idyllic scenery. In this paper I argue 
that Circe exploits this understanding in order to make her attempt on Picus, thus 
“reading” the Metamorphoses to achieve her victory over and metamorphical rape of 
her love-prey.
The idea of a female character reacting to the narrative based on her “under-
standing” of previous stories in the Metamorphoses originates in the work of John 
Heath. He identifies a narrative pattern of a virgin huntress who is devoted to Di-
ana and who sets aside her weapons in a pleasant spot (locus amoenus) to rest from 
1  This paper is based on an earlier, briefer paper given at the CANE conference on March 7, 2014. I 
would like to thank Wolfgang Haase, Derick Alexandre, and Teresa Ramsby for their input on earlier 
versions of this paper.
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the day’s sporting activities and the midday heat, only to be assaulted.2 This maiden 
huntress becomes a potential or an actual rape victim as she wanders in the woods, 
and she undergoes metamorphosis either as a means to escape or as a result of her 
attack.3 According to Heath, the narrative elements of a virgin huntress devoted to 
Diana, of wandering in the woods, and of resting from the exhausting hunt and 
midday heat inform Diana how to respond to the perceived threat of her own rape.4 
Heath suggests that Diana is a “reader” of the Metamorphoses5 who, when her bath 
is disturbed and her virgin nakedness becomes visible to male eyes, “reacts to the 
only paradigm pattern she understands, that of the narrative pattern which makes 
her open to assault.”6 Like female victims in previous tales, the goddess exudes vul-
nerability because of her intact virginity, her unarmed state, and her respite in a locus 
amoenus during the midday heat. Actaeon also qualifies as a potential rape victim 
since his narrative possesses the elements that lead to sexual attack: he, a hunter, sets 
aside his weapons and wanders in a shady locus amoenus in order escape the midday 
heat. Diana, however, “is not aware of the similar patterns which have established 
Actaeon as an object of erotic attack as well,”7 and thus misinterprets the “uninten-
tional voyeurism” of Actaeon “as an attack on her virginity.”8 According to Heath, 
Diana is “reading” the Metamorphoses, utilizing previous stories of assaults on maid-
ens to anticipate her own possible rape.
Although Heath’s formulation of the idea of Diana as reader succeeds, he errs 
by assigning the narrative pattern only to the virgin huntress, despite his own obser-
2  Heath (1991, p. 233, 238).
3  Ibid. (pp. 238-239).
4  Ibid. (especially p. 233, pp. 237-241).
5  For a valuable discussion of women as readers in another Ovidian work, the Heroides, see Fulkerson: 
“I will argue throughout this book that Ovid conceived of his literary creations as incorporating prior 
and contemporary texts into their poetry and that, like himself, some of them are remarkably sophisti-
cated and astute readers. Often, however, inexperience and a tendency to privilege family connections 
lead them to allude to texts dissimilar to their own in key respects or to construe literature in dangerous 
and misleading ways. Reading, then, figures centrally in the corpus insofar as the heroines base their 
own words on their interpretations of the stories of other abandoned women in their community. To 
this extent they read “resistantly,” seeking from canonical poetry information it does not offer. Yet at the 
same time, to use a different critical vocabulary, they also “misread” (a Bloomian sign of the powerful 
poet).” (2005, pp. 4-5).
6  Heath (1991, p. 241).
7  Ibid. (p. 242).
8  Ibid. (p. 242).
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vation that Io is not a hunter,9 noting that her narrative adds the important element 
of the danger of midday.10 Her example proves that the victim in the rape narrative 
pattern is not limited to the vocation of huntress/hunter.11 Whereas many of the 
rapes/attempted rapes discussed in Heath and this paper do concern hunters, the 
narrative elements of traveling without custodes/comites (this element may also lead 
to the additional element of stopping to rest from the midday heat and hunt for 
hunters) on foot in a locus amoenus and of being sexually unwilling or unavailable (ei-
9  Ibid. (p. 234).
10  Ibid. (p. 235).
11  Hunters are indeed important to the understanding of the narrative economy in that their vocation 
signifies for the poet and audience a rejection of amor. Hunters (Daphne, Syrinx, Arethusa, Callisto, 
Narcissus, Picus) equal non-lovers, and lovers (Salmacis, Echo, Circe) equate to non-hunters. “By con-
centrating on the love/hunt antinomy, we are in effect selecting a sub-group of love-stories in which at 
least one of the two actors, Lover or Beloved is pictured as a hunter.” (Davis 1983, p. 15).
 The object of the lover-hunters differs from that of real hunters: for the latter it is animal prey, for 
the former love prey. While hunters do trigger for the reader the motif of the non-lover, the non-hunt-
ing victims also reject and attempt to flee love. This anti-sexuality (for Picus, extra-marital sexuality) 
stance is an important characteristic for both hunting victims and the other rape victims in this 
discussion. Like Daphne before them, Cupid presumably has shot these non-hunters with a lead-tipped 
arrow that causes them to flee love. Both hunting and non-hunting victims figuratively become the 
hunted in the love chase; they become both the prey of Cupid’s archery and of that divinity’s lust. In 
addition to the rejection of amor, hunting and non-hunting victims also share other attributes: devotion 
to chastity, rejection of many suitors, intolerance of opposite-sex company, the roaming of trackless 
paths (which are “virginal” like the chaste victims who travel them and which prefigure violence (see 
Parry 1964, p. 276) and exceptional beauty (see Davis 1983, pp. 43-71, for these attributes of Daphne, not 
all of which the other hunter-nymphs possess). The narrator gives little detail of Io prior to her rape, but 
her identification as a nymph and a virgo (I.589) signals her subsequent rejection and attempted flight 
of amor, since the Ovidian narrative thus far has indicated virgin nymphs reject amor, despite no explicit 
mention of Io as huntress devoted to Diana. She is a Naiad, an implicit signification that she is devoted 
to chastity (and perhaps also the hunt) as it is only Salmacis who solaque Naiadum celeri non nota Dianae 
(IV.304; Echo is another pro-love nymph, but she is an Oread, rather than a Naiad, and thus sola 
Naiadum nota Dianae does not apply to her). In her brief account of her rape, the Crow informs us of 
her status as a regia virgo, her many suitors (presumably rejected since she remained a virgo), her beauty 
that causes her harm, and her roaming on trackless paths (the beach) (II.570-573). The fact that Miner-
va, a virgin goddess, although not the virgin goddess of the hunt, answers the maiden’s prayer to no one 
in particular by preserving her virginity, may suggest the Crow’s devotion to chastity. Hermaphroditus’ 
upbringing by Naiads connects him with the Ovidian nymphic devotion to chastity witnessed thus far, 
and may explain his rejection of Salmacis’ advances. As a son of Venus and Hermes, he also possesses 
exceptional good looks. Although he does not wander trackless paths (roads less traveled by anyone) as 
a hunter, he travels in places unfamiliar to him. Scylla, a virgo, rejects many suitors and the company of 
men, instead prefering the company of Nereids (XIII.734-737). Scylla also wanders on trackless paths, 
the dry sands of the beach (XIII.901).
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ther through devotion to virginity or chastity)12 are essential to the pattern of sexual 
assault.13 The paradigm of travel without companions in an idyllic place informs 
Circe in her understanding of successful and unsuccessful rapes. As they did for Di-
ana before her, these previous stories illustrate how Circe must react. Unlike Diana 
who perceives herself as victim, however, Circe understands and “reads” herself as 
masculine aggressor whose utilization of situational possibilities will determine the 
final outcome.
These narratives reverse gender roles: the males are effeminized as they fail 
to demonstrate and exercise their imperium over feminine bodies through penetra-
tion,14 while females become masculinized as they physically violate male victims 
through the destruction of their form and identity.15 Those who are masculine “rape”; 
those who are effeminate/feminine fail in rape or are “raped.” Unlike their male 
counterparts, female predators cannot force sexual rape on their love-prey, so they 
must dominate their male victims through mutilation of the body. Circe violates the 
human nature of Picus to demonstrate her imperium over him.16 As a bird, he must 
live under the control of Circe in the woods that border her realm (Circaea … arva, 
XIV.348).
12  Davis likewise observes this element of sexual unavailability: “ ... it is not so much the technical-
ly defined condition of the recruit that matters (virgin/non-virgin spouse) as the underlying mental 
commitment (avoidance/non-avoidance of amor).” (Davis 1983, p. 136, n. 139). Most of the victims 
are described as attracting or rejecting suitors (Daphne, I.478; Syrinx, II.692-694; the Crow, II.571, 
Narcissus, III.353-355; Scylla, XIII.735; Picus, XIV.326-332). No suitors are mentioned in the Io episode, 
but Jupiter calls her virgo (I.589), thus indicating her devotion to chastity. Note the similarity between 
Daphne, multi illam petiere (I.478) and Picus, illum fontana petebant (XIV.2327). This echo of phrasing, in 
conjunction with the theme of amor-rejecting hunters, connects the two rape episodes.
13  Trackless paths could also be added to this group of narrative elements. Many of these victims 
travel on trackless paths – roads not often traveled, or pathless walkways (such as the beach): Daphne: 
nemora avia (I.479); Callisto: cum subit illa nemus, quod nulla ceciderat aetas (II.418); Crow: summa ... 
harena (II.573); Narcissus: devia rura (III.370); Hermaphroditus: ignotis ... locis (IV.296); Syclla: bibula 
... harena (XIII.901). The narratives that do not make explicit mention of these trackless paths can be 
assumed since these episodes occur in the wooded groves or off-the-path fields.
14  See Williams for a discussion of the expectations of masculinity (2010, pp. 137-176). “The status of 
being a Roman man is associated with dominion or imperium (“ut tibi imperes”), and the incarnations 
of the opposing principles are slaves and women.” (2010, p. 148).
15  “A reversal of this ideal dominion of Roman men over women was held to be especially shocking,” 
(Williams 2010, p. 150).
16  For witches in Roman literature who employ magic to satiate their mascula libido, see Stratton 
(2007, pp. 71-105, n. 206-220). For the history of Circe, see Yarnall (1994). For Ovid’s use of magic in the 
Metamorphoses, see Tupet (1976, pp. 379-417, and for Circe, especially pp. 396-401). For the originality of 
magic in Ovid’s Metamorphoses, see Viarre (1959).
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Circe’s attack on Picus,17 the last story of near-rape in the Metamorphoses,18 displays 
learning from previous rape stories. Circe receives information from Glaucus about 
his own attempted rape of Scylla when he wishes to gain her herbal aids, and she 
is also the daughter of the “all-seeing” Sun. Circe uses this description herself when 
she addresses Picus: et socerum qui pervidet omnia Solem/accipe (“accept as your fa-
ther-in-law the Sun who sees all things,” XIV.375-376).19 Circe’s (re)actions indicate 
17  For the problem of Circe as Picus’ coniunx in the Aeneid, see Moorton (1988). In Vergil, Circe 
changes Picus into a woodpecker (Aen. VII.187-191), although here she is also his wife. Servius (ad Aen. 
VII.190) mentions another source that writes that Picus is married to Pomona and Circe punishes Picus 
with transformation into a woodpecker because of rejection (Moorton 1988, p. 254). For a discussion of 
erotic love triangles in the Metamorphoses, including Glaucus-Scylla-Circe and Picus-Circe-Canens, 
see Nagle (1988a). The love triangle between Picus-Circe-Canens appears to be original to Ovid (Myers 
2009, p. 112). Canens also appears to be an invention of Ovid (Papaioannou 2012, p. 115). For a discussion 
of Ovid’s Aeneid/Odyssey see Ellsworth (1986 and 1988).
18  The story of Pomona and Vertumnus does not end in rape: vimque parat, sed vi non est opus, inque 
figura/ capta dei nymphe est et mutua vulnera sensit (“he prepared violence, but there was no need, and the 
nymph was seized by the beauty of the god and felt mutual wounds,” XIV.770). See Davis (1983, pp. 66-
71) for a discussion of Pomona as a nymph who is able “to transcend the anti-sexual norm and become 
a mature participant in a mutual love.” (1983, p. 67). See also Murgatroyd (2000) for three stages in rape 
narratives in the Metamorphoses.
19  The narrator reminds his readers of the Sun’s ability to see all and his past history of telling on 
the gods in the phrase seu Venus indicio facit hoc offensa paterno (XIV.27), a line from the narrative when 
Circe falls for Glaucus. The narrator uses this phrase to explain the two possible causes of Circe’s na-
ture: “for no woman has a nature (ingenium) more suited to such flames, whether the cause of this being 
in her herself, or whether Venus brings this about, offended by her father’s informing,” (XIV.25-27). 
Circe’s ignited passions may be punishment from Venus for her father’s tattle-taling about the love god-
dess’ affair on her husband. Although this phrase refers to the affair of Venus and Mars, its meaning and 
significance can be extended to the love/rape stories in the Metamorphoses. As the divinity in charge of 
love, Venus (or her son Amor, since he must obey his mother’s commands) is responsible for those who 
fall in love with these victims. The “all-seeing” Sun has seen all the (near-) rapes, the work of Venus and 
Cupid, and possibly has disclosed this information to his daughter, Circe. Thus the phrase indicio offensa 
paterno refers not only to Venus’ affair with Mars, but also to the affairs/rapes she or her son Amor have 
inflicted on others which the Sun has reported to his daughter. The first “love story” of Daphne and 
Apollo shows that the shafts of Cupid are the ultimate cause of Apollo’s love for Daphne and Daphne’s 
rejection of the god. As Stephens rightly acknowledges “Cupid’s first appearance, then, serves to 
emphasize his great superiority over the gods, who are as far below him as mortal beings are below the 
gods.” (1958, p. 290). The Venus of the Metamorphoses also enlists her son to strike Pluto with his arrows, 
which brings about the rape of Proserpina and Venus’ and Cupid’s victory over all realms (V.346-384 for 
episode). See Johnson for a discussion of the importance of the role of Venus in Persephone’s rape and 
its connection with Augustan ideology (1996, pp. 125-149). This story of the rape of Proserpina “is told 
to show Cupid’s power, for after his mother’s appeal he once more asserts his supremacy by overcoming 
Dis and, through him, Proserpina.” (Stephens 1998, p. 291). The rapes do not leave Cupid or his mother 
Venus in a positive light since all victims are virgins, many are devoted to Diana, and some would be 
victims of extramarital affairs. Although, as Stephens observes, Cupid is not mentioned in most of the 
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she has pilfered useful knowledge from the previous episodes, whether through her 
father or through a metaphorical reading of the poem.20 From past mistakes and 
successes in the Metamorphoses, Circe understands that she must get Picus on foot, 
remove his companions, and utilize her power of magic.
I I .  L E S S O N  O N E :  G E T  T H E  L O V E - P R E Y  O N  F O O T
Circe ascertains from attempts on unwilling lovers that she must deprive a victim of 
the aid of any beast of burden which would quicken his flight. All victims of rapes 
and attempted rapes are on foot, usually in an idyllic place such as the woods or 
the beach. In the first “love” story of the Metamorphoses, Daphne sets the theme of 
unrequited love in the epic: protinus alter amat, fugit altera nomen amantis (“Instantly 
he loves, she flees the name of lover,” I.474).21 Like Callisto, Syrinx, and Arethusa, 
Daphne is a follower of Diana and devotes herself to woodland haunts and trophies 
of beasts (I.475-476). She wanders the pathless groves (nemora avia lustrat, I.479). 
All other victims are traveling in a locus amoenus when their attacker catches sight 
of and lusts for them22: Io is returning from her father’s river when Jupiter sees her 
love stories, “there is no reason to doubt his activity in them,” and “his specific denial of responsibility 
for Myrrha’s passion (X.311): ipse negat nocuisse tibi sua tela Cupido, indicates that in most cases he is 
accountable.” (1998, p. 291). Cupid does make an appearance in a later love/rape episode, but in the sense 
of “desire.” In the episode of Glaucus and Scylla, the god remains rooted to his spot when he sees the 
girl because of cupido: Glaucus adest visaeque cupidine virginis haeret, (“Glaucus is present and, having 
seen the maiden, is rooted to the spot with desire for her,” XIII.906). Cupido controls the aggressor, as 
Amor controlled Apollo’s reaction to Daphne, with his arrow, here causing him to stay rooted in his 
spot, similar to when someone stricken by love loses all ability to speak to the object of his affection. 
It would seem that Venus, then, is responsible for the flamma amoris that occurs in the aggressor, 
either through her own doing or through her son’s arrows, although the pair are not always explicitly 
mentioned as the causae amoris. In most episodes, rapists are described with fire or burning terminology 
when they see their victims: Apollo (I.495-496); Jupiter (II.409-410); Neptune (II.574); Echo (II.370-
374). Cupid’s torch would be the cause of these flames, burning, and heat. Similarly in the Aeneid, 
“Vergil described Cupid’s work to create in Dido love for Aeneas entirely in the metaphorical terms of 
fire.” (Anderson 1995, p. 192).
20  Circe may have received her information from Fama, who sees all things (XII.62-63). Fama has 
thus “published” the narratives of earlier rapes and Circe has “read” diligently that she may succeed in 
her own rape.
21  All translations in this discussion are my own. Text is OCT, Tarrant (2004).
22  For a starting bibliography for the rape episodes mentioned in this discussion, see: Barnard (1975); 
Cairns (1981); Creese (2009); Edwards (2002); Francese (2004); Fulkerson (2012); James (1986); W.R. 
Johnson (1996); Gildenhard and Zissos (2000); Hollis (1996); Keith (1995); Knox (1990); Lowe (2011); 
Mader (2009); Milowicki (1996); Murgatroyd (2000); Murgia (1984); Musgrove (1998); Nagle (1988b); 
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(I.588-589); Syrinx is returning from the Lycaean Hill when Pan sights her (I.698-
699); Callisto is lying down in a grove when Jupiter, disguised as Diana, attacks her 
(II.418-425); the Crow, in her previous form of a royal maiden, is strolling on the 
beach when the sea god pursues her (II.573-576); Narcissus is wandering through de-
via rura (III.370) when Echo begins to follow him; Hermaphroditus has been wan-
dering in unknown places (IV.294-295) when he stumbles upon a pond where the 
nymph Salmacis catches sight of him; Arethusa is returning from the Stymphalian 
wood (V.585); Scylla either wanders on the sand without clothing, or finds a place 
to rest in a secluded recess of the sea (XIII.900-903) when Glaucus sees and desires 
her.23
These previous attacks set a precedent for Circe - she must force her victim 
Picus on foot. Ovid helps the witch by changing “Vergil’s augur-Picus to hunt-
ing Picus,” as Hardie notes.24 The poet also specifically situates Picus within hunt-
ing scenery, and as no previous source “specifies that the transformation took place 
during a hunting expedition,”25 Ovid does so in order to connect the king with the 
previous hunter-rape victims whose narratives thereby foreshadow his vulnerability 
and victimization. Picus also remains vulnerable because he lacks experience in war, 
as Hardie observes: “There is no suggestion that Ovid’s Picus has actually gone to 
war; rather, the adolescent hunter recalls Vergil’s Ascanius (also Lausus), hunting 
boar to train for war and manhood, his behavior echoing the youthful impetuosity of 
his Vergilian antecedent.”26 Picus’ martial inexperience, to which we will return later 
in this paper, makes him a defenseless target for the masculine and aggressive Circe.
Nelson (2000); Nethercut (1979); Nicoll (1980); O’Bryhim (1990); Raval (2003); Robinson (1999); 
Romano (2009); Rudd (1986); Skinner (1965); Stirrup (1977); Wills (1990).
23  Ovid often names or indicates the actual idyllic locations where victims live and/or travel. For 
example: Daphne and Io live in the Vale of Tempe; Syrinx lives and Callisto hunts in Arcadia; Arethusa 
travels in Arcadia. Hinds observes: “By far the most notable concentration of landscape descriptions 
anywhere in Ovid occurs in the poem’s first five books: Daphne, Io, Callisto, Actaeon, Narcissus and 
Echo, Pyramus and Thisbe, Salmacis and Hermaphroditus, the Muses, Proserpina, Arethusa – all these 
act out their stories in essentially interchangeable loca amoena.” (2002, pp. 127-128). These stories (with 
the exception of Pyramus and Thisbe) have not only interchangeable loca amoena, but also similar rape 
narratives.
24  Hardie (2010, pp. 14-15). For Picus’ mythological tradition, see: Frazer (1929, pp. 10-11); Krappe 
(1941); Radke (1965, p. 255); MacKay (1975); Rosivach (1980); Bömer (1986, pp. 108-109); Moorton (1988); 
Aemilis Macer in Courtney (1993, p. 293). For a discussion of the statues of Picus in the Vergil’s Aeneid 
and the Metamorphoses, see Jolivert (2006). For Italian myth in Book 14, see Myers (2004/2005).
25  Papaioannou (2012, p. 115).
26  Hardie (2010, p. 15).
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While in the woods collecting herbs, Circe catches sight of Picus hunting on horse-
back in the Laurentine countryside, but she cannot speak to him: “The running of 
the horse and his surrounding bodyguard made it so that she could not approach 
him” (ne posset adire/ cursus qui fecit circumfususque satelles, XIV.353-354). She thus 
must find a way to get her love-prey alone. As Segal recognizes, Circe is aggres-
sive because “she invades hitherto peaceful places”27 - here, Picus’ Saturnian woods. 
Whereas other literary Circes must lure their victims by song or hearth smoke, 
Ovid’s Circe does not limit herself to her palace and its immediate surroundings.28 
Instead she instigates and initiates the victim’s danger,29 just like the other rapists in 
the Metamorphoses. In order to lure Picus and get him on foot, Circe uses magic to 
form the likeness of a boar with no body (effigiem nullo cum corpore falsi/ fingit apri, 
XIV.358-359), which goes into a grove too thick for Picus’ horse (XIV.359-361). Picus 
wastes no time in leaving his horse behind and hunting his quarry, not knowing that 
he himself is becoming another’s prey:
haud mora, continuo praedae petit inscius umbram 
Picus equique celer spumantia terga relinquit  
spemque sequens vanam silva pedes errat in alta.  XIV.362-364
Without delay, Picus, ignorant, immediately seeks the shadow of booty 
and he quickly abandons the sweating back of his horse 
and following a vain hope he wanders on foot in the deep woods.
Circe thus continues the modus operandi of previous attackers in seeking prey who 
do not have the assistance of a quick beast. All the rape stories demonstrate that 
a locus amoenus promises not safety but violence for the one wandering or alone.30 
Circe now has Picus where she wants him: on foot in the woods and surrounded by 
thickets that make escape difficult. As a disciple of those rape stories, Circe knows 
that she needs to do more than get Picus on foot, she must also remove his comites.
27  Segal (1968, p. 441).
28  Perhaps, in line with Fulkerson’s thinking, Circe has “read” herself in other texts and decides that a 
more aggressive approach would yield more rewarding results (2005; see note 5 above).
29  Ibid.
30  See especially Parry (1964, pp. 268-282); Segal (1969); Hinds (2002, pp. 122-149); Bernstein (2011).
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I I I .  L E S S O N  T W O :  
R E M O V E  A N Y  A N D  A L L  C O M P A N I O N S
In all previous examples of the Metamorphoses, the narrator mentions only the pres-
ence of the victim and attacker, and the description of the chase or attack does not 
describe any viewers or other participants. In fact, Ovid removes companions to 
victims who should have them; it would be unusual for hunters and royal/nymphic 
maidens not to have companions, guardians, or attendants. In the chase of Daph-
ne, she must call to her father (and Tellus) for help. In the story of Io, the narrator 
describes how Jupiter sees her returning from her father’s river alone, and Jupiter 
utilizes the adjective sola (I.593) when he tries to persuade Io to enter the lairs of the 
beasts. Moreover, Jupiter benefits from the lack of any witnesses who might report 
his crime to his wife, just as he does in his attack on Callisto. She has entered a 
grove and is relaxing on the grass when Jupiter appears to her as the goddess Diana. 
The narrator observes that she is alone when Jupiter sees her with the words custode 
vacantem (II.422). Syrinx is described as returning from the Lycaean Hill when Pan 
spots her. But it is not until she flees and reaches her liquidas sorores (I.704) that oth-
er companions are mentioned. These sisters provide her safety by transforming her 
into marsh canes.31 The Crow’s use of the first person singular verb spatiarer (II.573) 
reveals that she walks by herself on the beach.32 After the sea god prepares violence 
and pursues her, she flees and her call for help reveals that she does not have a com-
panion, attendant, or guardian with her at the time. In the story of Narcissus, the 
narrator explicitly states that the boy is alone: puer comitum seductus ab agmine fido 
(“the boy split up from his loyal band of companions,” III.379). When Hermaphro-
ditus leaves home and wanders in unknown places, the narrator mentions only him, 
and the scene with his attacker Salmacis includes no references to observers. In the 
episode of Arethusa and Alpheus, Arethusa uses first-person singular verbs (reverte-
bar, V.585; invenio, V.587; accessi, tinxi, V.592, etc.) to indicate that she travels alone. 
Scylla has companions only before her attack; Galatea has finished her story and the 
gathering disperses. The Nereids depart, swimming in the waves (XIII.898-899), and 
31  The sisters most probably answer her entreaty and transform her into marsh canes. Anderson 
observes that there is no “specific divine agent,” although it seems safe to assume the sisters transformed 
Syrinx (1995, p. 217).
32  Caenis also travels on the beach, and Neptune successfully rapes her: litora carpens/ aequorei vim 
passa dei (ita fama ferebat) (“passing by the shore, she suffered the violence of the sea god (so the story 
goes),” XII.196-197). Because no details are given to the events leading up to the rape, the episode has 
been left out of the present discussion.
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then Scylla returns, wandering on the sand, alone and vulnerable.33
 As the last rapist of the Metamorphoses, Circe has diligently observed from 
preceding stories that the victims are without custodes and comites when attacked.34 
33  It is interesting that Scylla fails to learn from Galatea’s tale of spurned love the lesson that jealousy 
can release such destruction. Spurned by Galatea, Polyphemus takes revenge on her lover Acis. Scylla, 
in turn, spurns Glaucus, who then rejects Circe. She, like Polyphemus, takes her revenge on her in-
nocent rival. Nagle observes: “Scylla’s similarity to Acis finds a verbal echo in their respective trans-
formations.” (1988, p. 83, n. 11). See XIV.59 and XIII.893 in which they are both described as standing 
waist-deep in the water.
34  Although it would seem that (attempted) rapes in myth and history occur when no witnesses are 
present, that is not always the case in Ovid. Not all rapes take place without witnesses: Cyane witnesses 
Pluto’s rapture of Proserpina, and she herself is metaphorically raped by Pluto with Proserpina present; 
Nessus attempts to rape Deianira with her husband Hercules present; and Eurytus makes an attempt 
on Hippodame at her own wedding festival. The attempted rapes of Nessus and Eurytus are unsuccess-
ful because the rapists were not able to remove the custodes of their intended victim, as Pluto “removes” 
the obstruction (Cyane) to his rape. The female rape victims, like many parthenoi in Greek myth (see 
Deacy 2002), are attacked when they, as female hunters, either reject the oikos and male social control 
and thus live without its protection, or, as non-hunters (Io, the Crow, and Salmacis in their walking), 
when they temporarily stray from the oikos and its protection. The male hunting victims (Narcissus and 
Picus), whose chastity is not protected by an oikos like that of females, lack protection from attack-
ers when their hunting retinue is absent. A hunter, as Davis acknowledges in his discussion of the 
nymph-huntress, is not “an isolated individual but a member of a comitatus.” (Davis 1983, p. 59). Hunters 
have companions with them, and Ovid’s removal of them in the narrative is significant. “The physical 
isolation of the hunter from his companions is a motif cadence that Ovid utilizes” in the episodes of 
Daphne, Callisto, Narcissus, Arethusa, and Syrinx (Davis 1983, pp. 90-91). Like Deianira and Hippo-
dame, Picus has custodes present to protect him from any violence. Ovid uses comites to describe these 
men but its meaning here additionally as “attendant, bodyguard,” is qualified by custodia in the same line 
(XIV.371) and by satelles in line 354. Ovid purposely creates vulnerability for these hunters by removing 
their hunting companions. He creates the same vulnerability for non-hunters who should be with peers 
or guardian attendants. The removal of Io’s female companions, the Naiads, reduces her as sexual prey 
not only with no one to aid her, but also with no witnesses of Jupiter’s affair. Used to the company of 
the Naiads who raised him, Hermaphroditus leaves their safety to fulfill his desire for Wanderlust, which 
for Davis, “may be interpreted as having a generative function analogous to the chase.” (1983, p. 84). This 
feminized male, like female victims, strays from his oikos (the company of his foster-mother Naiads) 
and so lacks protection from an attack on his chastity. The removal of his companions allows Salmacis 
the opportunity to satiate her own desires since his foster-mothers are not present either to protect him 
or to warn him that Salmacis is no ordinary Naiad. When Scylla departs from her nymphic com-
panions, the Nereids, she loses the safety found in numbers. The Crow, as a royal maiden, is strangely 
without any attendants, bodyguards, or companions as she strolls on the beach. Ovid has purposely 
removed her necessary attendants in order to ensure her vulnerability. Sexual union also occurs with the 
absence of comites on a hunting expedition in Vergil: Davis points out that the isolation of Dido and 
Aeneas from their comites and their forced intermission from the hunt in Aeneid IV leads to their sexual 
union. (Davis 1983, p. 154).
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Picus remains the only one of all the victims who has attendants with him when the 
attacker sees him. Circe must thus separate her love from his companions in order to 
make her entreaty to him. She utilizes her magic to accomplish her rapacious goal:
concipit illa preces et verba precantia dicit  
ignotosque deos ignoto carmine adorat,  
quo solet et niveae vultum confundere lunae  
et patrio capiti bibulas subtexere nubes.  
tum quoque cantato densetur carmine caelum 
et nebulas exhalat humus, caecisque vagantur  
limitibus comites, et abest custodia regis.  XIV.365-371
She conceives her prayers and speaks praying words and worships 
unknown gods with an unknown song, with which she is accustomed to 
disturb even the face of the snowy moon, and to throw absorbent clouds 
over her father’s head. Then too, the sky is thickened as she sang her song 
and the earth breathes out mists, and his companions roam on blind paths, 
and the guard of the king is absent.
Circe creates mists so that Picus’ comrades are forced to wander blindly in the 
woods. She has therefore made them future victims, as they themselves wander, pos-
sibly separated from one another, without a possible pathway,35 until they do indeed 
become Circe’s victims, transformed like Ulysses’s men into beasts (XIV.412-415), af-
ter Picus’ transformation. Circe has gained the knowledge from the case of Callisto 
that, when guardians are not present, (custode vacantem, II.422), the prey is more eas-
ily accessed. She has also learned from the Crow, who calls to gods and mortals for 
help, that she must remove any mortal obstacles to her intended goal. Picus is alone 
now and she can do as she pleases with him. At first she entreats him, informing 
him of her status as goddess and as daughter of the Sun while proposing marriage. 
When he rejects her, she punishes him with magic. One lesson Circe has clearly 
35  Circe may have “learned” from her father himself the lesson of removing custodes. The Sun god 
rapes Leucothoë (IV.190 ff.) by coming to her disguised as her mother. He sends away the servants in 
order to have a private conversation with the “daughter,” thereby removing any custodes and allowing the 
rape to proceed. Since the episode takes place inside a bedroom, it is not considered in this discussion.
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gathered from the successful rapes is to utilize her magic. Those attackers who did 
not use their power as divinities or semi-divine creatures lost their prey in one form 
or another. The secondary narrator Macareus retells the story of Circe’s famula, the 
primary narrator, who introduces the story as an example of the formidable potentia 
of Circe: “accipe,” ait “Macareu, dominaeque potentia quae sit/ hinc quoque disce meae; 
tu dictis adice mentem.” (“Listen,” she said, “Macareus, and learn from this too what 
power my mistress has; pay attention to my words,” XIV.318-319). This maidservant 
interestingly commands Macareus to learn from this metamorphical rape of Picus, 
just as Circe has read and learned from the previous rapes, which therefore informs 
her response to the narrative as it unfolds.
I V.  L E S S O N  T H R E E :  
U T I L I Z E  ( O N E ’ S  O W N )  P O T E N T I A
Prey’s use of numen
In unsuccessful rapes, victims utilize the power of a divinity or divine source to 
obtain safety. Even though successful rapists initially may use their physical strength 
in pursuit or struggle, they finally employ divine power to obtain their prey. Apollo 
is effeminized not only because he fails to penetrate his victim, but also because he 
himself is under the imperium of Cupid. He (and later Pan with Syrinx) attempts 
to restore and resecure his masculinity by holding imperium over Daphne’s trans-
formed state.36 Apollo fails not only in demonstrating his masculinity, but also in 
using his divine powers. In the first “love story,” Apollo’s powers are greatly di-
minished by Cupid’s arrow: his skills with the bow are of no avail and the god of 
archery is defeated at his own game (certa quidem nostra est, nostra tamen una sagitta/ 
certior, in vacuo quae vulnera pectore fecit, I.519-520); his gifts of prophecy deceive 
him (suaque illum oracula fallunt, I.491); and his power of healing can do nothing to 
cure the wound inflicted by Amor (ei mihi, quod nullis amor est sanabilis herbis/ nec 
36  Apollo fails to kiss Daphne, but succeeds in molesting her as a tree with kisses (I.556). Tarrant 
also notes Apollo’s partial success and observes: “The case of Apollo is of particular interest in that 
both his failed and successful approaches to Daphne are expressed in formal speech ... but what most 
distinguishes the two speeches is the shift from self-praise to tribute and the substitution of honor for 
marriage as the object sought. (A question of generic propriety may also be involved, since both speech-
es use clear elements of hymnic style: there is perhaps something indecorous in Apollo’s pronouncing in 
effect a hymn to himself, whereas a hymn addressed to Daphne has at least some chance of eliciting a 
gracious response.” (1995, p. 70, n. 22).
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prosunt domino, quae prosunt omnibus artes! I.523-524).”37 Yet Apollo, at first, even fails 
to utilize his divine physical strength to its full potential. Instead he spends his time 
admiring Daphne’s beauty and entreating her, and, so that she will not harm this 
beauty by falling in her escape, says, moderatius insequar ipse (“I shall pursue more 
moderately,” I.511). The god’s worry about possible injury to her beauty hinders him 
from catching his game. Instead of stopping her flight, as Jupiter does with Io, Apol-
lo begs her to flee more moderately to match his own restrained pace. His entreaty 
to Daphne is twenty-one lines long,38 long enough so that Daphne can flee. Apollo 
then chases after her at a gallop with his pace no longer controlled (admisso sequi-
tur vestigia passu, I.532) and pennis adiutus Amoris, (“helped by the wings of Love,” 
I.540). Instead of sapping his divine powers, love now gives him more divine physical 
strength. Apollo, however, still fails in obtaining his prey. Instead of overcoming 
Daphne with divine force, either in the form of physical strength or power (numen) 
from his father or another divinity to subvert nature to his needs, Apollo fails in his 
rape because his intended victim does utilizes divine power, the power of her father,39 
to provide her safety:
‘fer, pater,’ inquit, ‘opem, si flumina numen habetis; 
qua nimium placui, mutando perde figuram.’  I.546-547
‘Bring help, father,’ she said, ‘if your waters, you have divine power: destroy 
by transforming my form by which I have pleased too much.’
Apollo is too swept up in his own praises and self-love and thus loses his prey. 
Nicolas Gross notes, “Just as in the courtroom where a defendant often delivers 
a plea containing implications of his virtue, so too the lover can help his cause by 
37  Barnard (1975, p. 355).
38  For unsuccessful attempts at persuasion in erotic contexts in Ovid’s Amores, Metamorphoses, and 
exile poetry, see Tarrant: “Whatever the particular reasons, it remains true that nowhere in the Meta-
morphoses is love successfully initiated by formal speech; by contrast, when Ovid describes the beginning 
of mutual love he presents it as a gradual and unspoken process.” (1995, p. 71).
39  And/or Tellus. “In fact, Ovid does not say which deity, if either, answered the prayer. But the 
transformation into a tree (and the later confusion as to Peneos’ reaction to the change, 578) imply that 
Tellus alone has acted with her earthly powers.” Anderson (1995, p. 199). For a brief description of the 
manuscript problem of Tellus, see Knox (1990, pp. 183-202). 
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suggesting his own good qualities. But while an ardent young man might be expect-
ed to suggest his worthiness, Apollo exaggerates his own praises.”40 Apollo, in fact, 
does more than praise himself: he ‘hymns’ himself in the first person by naming his 
sanctuaries, emphasizing his parentage, and cataloging his technai in prophecy, mu-
sic, archery, and medicine (I.515-521).41 Apollo wastes too many words on his victim, 
exerts too much physical energy in the chase, and does not use the power (numen) 
of his father and other gods.42 Although love propels Apollo in the chase, he loses 
because he does not employ numen. Apollo simply lacks, or, more accurately, does 
not utilize the divine power of Jupiter or craftiness of Mercury.43
Divine aid also plays a central role in the story of Syrinx. Syrinx spurns Pan’s 
entreaty (though we do not have a record of his words as we do with Apollo),44 and 
she flees to her liquidas sorores, begging them to transform her (hic illam cursum im-
pedientibus undis/ ut se mutarent liquidas orasse sorores, “here she had begged her liquid 
sisters to transform her when her flight was hindered by their waters,” I.703-704). 
Again, the victim invokes the divine power of a source of water, this time the stream 
of Ladon. Too late and foolishly, Pan thinks that Syrinx is pressed against him (Pan-
aque, cum prensam sibi iam Syringa putaret, I.705). He is not quick enough to embrace 
her in human form and so resorts to transforming her into the first Pan-pipe, (just as 
Apollo could only use the laurel for his rites, not Daphne for his desires),45 thereby 
“recovering” his masculinity through the dominion over Syrinx’s new form.46
40  Gross (1979, p. 306).
41  Williams (1981, p. 251).
42  Gods have obtained help from other divinities to attain their goals: Mercury helps Jupiter in the 
Europa episode and again in the Io episode when he defeats Argus. Goddesses also utilize aid from 
other divine powers: Juno from Somnus in the Alycone episode and Ceres from the Fames in the 
Erysichthon episode, to name a few.
43  Nagle (1984, p. 253).
44  See Murgatroyd (2001) for a discussion of Ovid’s and Mercury’s narrations.
45  Feldherr rightly acknowledges: “Apollo’s response to Daphne’s metamorphosis in a sense com-
pletes the processes of the transformation by converting her form into a symbol, yet a symbol that 
recalls not so much who Daphne was as who Apollo is.” (2002, p. 173). He rightly adds: “Perhaps Daph-
ne’s will has been masked completely by her new form, and the attempt to claim her participation in 
this future as though she were still there marks merely the final stage in her possession.” These thoughts 
can also apply to Pan and Syrinx.
46  Apollo kisses Daphne’s transformed self (I.556). Although the text does not explicitly state that 
Pan gives kisses to Syrinx’s new form, it can be understand that when he places his lips to the pipes to 
play, he is “kissing” his metamorphosed victim.
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The Crow, too, obtains divine aid to prevent her attack. Like Apollo and Pan, the 
sea god wastes his time entreating the royal maiden with flattering words, a situa-
tion alluded to by the Crow’s employment of the word, absumpsit (II.575). The story 
of the Crow describes her own experience and perspective, so little detail is given 
to Neptune’s thoughts or actions. She tells us, vim parat et sequitur, (“he prepares 
violence and pursues me,” II.576). Like Apollo and Pan, the attacker relies on his 
physical strength to attain his booty; like Daphne and Syrinx, the Crow is saved by 
divine power. She calls on gods and men, though mortals do not hear her, and Min-
erva then transforms her from a maiden into a crow. The Crow no longer narrates 
information about Neptune, and we must assume his frustration since he does not 
possess the maiden even in a transformed state.
Echo, on the other hand, loses her love-prey Narcissus for different reasons.47 
She does not have the power of speech to attempt entreaty, the first resort of all 
rapists so far discussed. The narrator tells us this is indeed her wish: o quotiens voluit 
blandis accedere dictis/ et molles adhibere preces! (“Oh how many times she wished to 
approach him with flattering words and to apply soft prayers!” III.375-376). How-
ever, she can only wait for sounds and send back words (illa parata est / exspectare 
sonos, ad quos sua verba remittat, “she was prepared to wait for sounds, to which she 
could send back her own words,” III.377-378). She is able to dupe Narcissus for a 
short time by “robbing” his “words of their meaning,”48 thereby illustrating her sexual 
aggression through reused and recycled words. She is the first of the unsuccessful 
attackers who gets her hands on her love: ibat, ut iniceret sperato bracchia collo (“She 
went, to throw her arms on the hoped-for neck,” III.398). So she succeeds for a short 
time and in a limited way,49 displaying masculinity as the aggressor in this fruitless 
attack. But her inability to speak her own words not only prevents her from ade-
quately entreating her love prey but also from calling for aid from another divine 
source, using incantations, or invoking a curse on Narcissus, all of which could have 
aided her in gaining dominion. Instead of conquering her love-prey, Echo herself is 
vanquished, as the boy’s rejection of the nymph causes her to lose her own body and 
form through wasting away.
47  The connection between Echo and Narcissus is not otherwise attested to in extant literature. A 
Callimachean epigram connects, “a much admired youth with Echo in a subtle articulation of poetic 
program.” (Keith 2002, p. 255).
48  Tissol (1997, p. 16).
49  Narcissus’ response, manus complexibus aufer (III.390), indicates that she has been able to put her 
hands on him.
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 The episode of Alpheus and Arethusa echoes that of Apollo and Daphne, not only 
in action, but also in imagery and language. Like the Delphian god, Alpheus fails to 
obtain his love-prey because he only utilizes divine physical strength and not divine 
power, thereby allowing his victim to find safety in the numen of another god. A 
huntress devoted to Diana, Arethusa exhibits more vulnerability than Daphne since 
she bathes nude in Alpheus’ waters; yet she gives her own narrative perspective, 
which is lacking in the Daphne episode.
She tells us that she senses a murmur in the middle of the water (nescioquod 
medio sensi sub gurgite murmur, V.597) and is frightened. Arethusa flees in the wake 
of the murmur (V.599-601), so the god, instead of entreating her, asks her where she 
is hurrying. Thus, the chase begins and Arethusa points out that although Alpheus is 
not swifter than she (V.609), she knows that her physical strength will soon be sur-
passed by his: sed tolerare diu cursus ego viribus impar/ non poteram, longi patiens erat 
ille laboris (“but I, unequal in strength, was not able to bear the chase for long, but 
he was able to endure long exertion,” V.610-611). Arethusa can feel the god’s breath 
on her as he catches up: ingens/ crinales vitas adflabat anhelitus oris (“a huge pant-
ing from his mouth breathed on my hair bands,” V.616-617), a situation that recalls 
Ovid’s imagery in the Daphne episode crinem sparsum cervicibus adflat (“he breathed 
on her hair which was scattered on her neck,” I.542). Arethusa makes an identical 
appeal for help as Daphne, fer opem (V.618), but differs from her in that she entreats, 
not her father (or Tellus), but Diana: “armigerae, Diana, tuae, cui saepe dedisti/ ferre 
tuos arcus inclusaque tela pharetra” (“Diana, bring help to your armor-bearer, to whom 
you often gave your bows and arrows enclosed in your quiver,” V.619-620). Using 
her divine powers, Diana encloses Arethusa in a mist and the maiden is turned into 
water, but that does not prove sufficient to keep her from Alpheus. Diana must break 
the earth in order to prevent her huntress from mingling with the god in liquid 
form, stopping Alpheus from having Arethusa in a metamorphosed form. (Perhaps 
Diana has “learned” from the stories of Daphne and Syrinx to prevent submission 
to the god even in a new metamorphosed form). While Pan and Apollo violated 
their metamorphosed victims, Alpheus fails to ravage Arethusa in her human or 
metamorphosed liquid form due to the powerful numen of the goddess Diana.50 He 
50  Barchiesi notes: “only here in the whole mythological tradition is the rape frustrated.” (2002, p. 191) 
and mentions, “there is a discordant note in the epithet Alpheias at 5.487” (2002, p. 191, n. 22). I suggest 
that Alpheias serves as a “wink and nod” to Ovid’s readership, illustrating that he knows the traditional 
version of Arethusa’s unsuccessful escape although he has decided to allow Arethusa safety from her 
rapist. He may also be using it to deter the reader’s expectation of how the rape will end. Ovid uses it 
as an epithet for Arethusa when she informs Ceres about Proserpina’s rape. The epithet thus serves to 
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thus does not recover his masculinity. 
Like many of his male unsuccessful predecessors, Glaucus uses words to try 
to detain his victim’s flight: et quaecumque putat fugientem posse morari / verba refert. 
(“And he says whatever things he thinks can delay her as she flees,” XIII.907-908). 
Scylla, who has found safety on the top of the mountain, does flee; however, Glau-
cus speaks to her from the sea.51 He spends almost fifty lines describing his past life 
as a mortal and his subsequent divine transformation, distracted by his own tale.52 
Though it contains elements of magic – when he bites magic grass, he becomes a 
sea creature – he does not recognize the need for magic or divine power53 to capture 
Scylla until it is too late and she escapes. Glaucus then goes to Circe to obtain herbal 
help from her. Circe notes from her “reading” of these attempted rapes that long 
entreaties (and recitations of one’s recent transformation) allow the victim to flee, 
so she allows herself only four and a half lines to compliment the beauty of Picus, 
inform him of her great birth, and propose marriage. Likewise, she learns from the 
successful rapes to use her power – her magic.
fool the reader into thinking that Ovid will follow the traditional myth, only to surprise his readership 
when the rape fails. We must also consider not only who the narrator is, but also the level of narrators: 
Barchiesi concludes “Ovid is not simply narrating his own version of the Prosperpina myth; rather, his 
own version is coloured by the particular version which Calliope performed on a particular occasion 
and for a special audience, a jury of nymphs. The narrative cannot be cleanly severed form its ‘narrating 
instance.’” (2002, p. 192). He further reminds us: “The voice of Calliope, who narrates for the nymphs, 
is dubbed by the voice of one unspecified Muse narrating for Pallas. Is it conceivable that his narrative 
situation has an effect on what is being told? That involves asking another awkward question: what kind 
of stories does Pallas Athena like? One might guess that Pallas has a preference for stories where chas-
tity conquers.” (2002, pp. 192-193). Calliope thus allows Arethusa to preserve her virginity and escape 
not only physical rape, but also metaphorical rape by the mixing of their waters, in order to appease her 
virgin audience.
51  For Glaucus as a better narrator than Apollo, see Nagle (1988b, pp. 40-42).
52  Nagle observes the connection between the Scylla and Daphne rape episodes: “Scylla leaves 
Glaucus, as Daphne did Apollo, with his mouth open . . . dicturum plura reliquit / Scylla deum (966-967; 
“Scylla deserted the god as he was going to say more”); cf. plura locuturum timido Peneia cursu / fugit 
(I.525-526; “the daughter of Peneus fled him as he was going to say more”).” (1988a, p. 82, n. 10).
53  Glaucus has prophetic powers in Pausanias 9.22.6 and Euripides Orestes 364, and in the Aeneid he 
is the father of the Sibyl (Myers 2009, p. 52). His failure to use his powers or magic aligns him with the 
other unsuccessful rapists, though perhaps Ovid has decided to strip him of these prophetic powers 
since he does not foresee Scylla’s terrible transformation: “Ironically Glaucus does not guess that Circe’s 
magical herbs may have the same transformative effect on Scylla as did those that turned him into a 
piscine sea god” (Myers 2009, p. 57).
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Predator’s use of numen
Like the unsuccessful attempts, the successful rapes have educated Circe to 
utilize divine power to complete domination. Jupiter is an exemplar as he succeeds 
twice, raping both Io and Callisto. Jupiter first offers Io “safety” in the groves with 
the greatest of gods as protection (I.590-596), trying to entice Io to an area where a 
hunter would repose and where, as the episode of Callisto shows, violence occurs in 
the Metamorphoses. Io flees from him, but Jupiter employs his divine powers to hide 
the lands with a mist and thus stop the flight of the maiden: cum deus inducta latas 
caligine terras/ occuluit tenuitque fugam rapuitque pudorem (“when the god brought in 
a mist and hid the wide lands and seized her modesty,” I.599-600). For the first time 
a victim’s flight has been stopped by the pursuer’s divine powers, and thus Jupiter 
achieves the first successful rape.54
Prior to his rape of Callisto, Jupiter creates the locus amoenus necessary for the 
violent narrative, as Stephen Hinds excellently observes: “the refurbishment of the 
earth’s landscapes necessitated by the cosmic conflagration of Phaethon allows Ju-
piter to recreate, as something both familiar and new, the archetypical Arcadian locus 
amoenus in which he will visit his erotic violence upon” Callisto.55 Jupiter again uses 
deceit to fulfill his lusts: he disguises himself as the goddess of the hunt, Diana: 
protinus induitur faciem cultumque Dianae (“he at once put on the face and dress of 
Diana,” II.425).56 Callisto has entered a grove and is relaxing on the grass when Jupi-
54  Perhaps Diana has also “read” and thus learned from his use of the mist so that she can prevent a 
rape. The goddess produces a “magical” mist to effect the nymph Arethusa’s escape: mota dea est spissisque 
ferens e nubibus unam/ me super iniecit; lustrat caligine tectam/ amnis et ignarus circum cava nubila quaerit 
(“the goddess was moved and taking one of the thick clouds, threw it over me: the river went around 
me hidden in the mist and ignorantly searched around the hollow clouds,” V.621-623). This stops 
Arethusa’s pursuer in his tracks for a short time, until she becomes water and he returns to his liquid 
form in order to mix with her and Diana must then effect another escape for the transformed huntress. 
Alpheus changes back into liquid form in order to mix with Arethusa (vertitur in proprias, ut se mihi 
misceat, undas, “he changed into his own waters in order to mix with me,” V.638); however, the purpose 
clause indicates only his plan and not its success. Arethusa also uses the singular passive verb advehor 
(V.640), which indicates that she alone was conveyed to Ortygia, rather than being accompanied by 
Alpheus. Procris may also be a reader of Jupiter’s rapes in pleasant hunting settings (VII.796-862). As 
Bernstein observes: “As a good reader of Roman poetry, she also assumes that the pleasant landscapes in 
which her husband hunts are suitable locations for adultery.” (2011, p. 80).
55  Hinds (2002, pp. 128-129).
56  Sale notes: “Zeus’ disguising himself as Artemis in order to lull Callisto is expressly attributed 
by Eratosthenes to the comic poet Amphis (Hyginus P.A. 2.1).” (1965, pp. 14-15). In his discussion of 
Pomona and Vertumnus, Davis observes: “The god Vertumnus, in his turn, eventually transcends the 
dynamic of seduction through disguise and confronts the beloved in propria persona . . . It is only when 
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ter appears to her as her goddess Diana. While he entreats Io only briefly towards 
the shady groves, Jupiter does not entreat Callisto at all because his disguise as a fe-
male divinity allows him to question her as Diana might (II.426-427, quoted above). 
Although the maiden fights back, she cannot win against Jupiter (II.436-438). He is 
victor Iuppiter (II.437-438). 
In a similar way, Hermaphroditus cannot win against Salmacis, although his 
opponent is a nymph. Though Salmacis prematurely announces, “vicimus et meus est,” 
(“I have won and he is mine,” IV.356), she will ultimately win by eternal rape. The 
nymph herself, similar to Echo, performs the role of the licentious god; and Salmacis 
and Hermaphroditus reverse female-male roles, which foreshadows their androgy-
nous transformation.57 In an inversion of the traditional gender roles in epic discussed 
by Keith, Hermaphroditus becomes the object of a female’s gaze. Like Echo before 
her and Circe after her, Salmacis “wrests control of both gaze and epic model from 
Hermaphroditus,” in a passage that models Odysseus in the Odyssey, 6.149-59.”58 Her 
speech “echoes that of Odysseus to Nausicaa very closely (cf. Od. 6.149-185), yet is in 
spirit more an extreme form of Nausicaa’s sly suggestions of marriage.”59 She entreats 
him in only eight and a half lines, with far better brevity than that of Apollo and 
Glaucus. Salmacis’ focus is on Hermaphroditus, his background, and her ultimate 
goal of sex, not on self-praise through long narratives or descriptions of her lineage 
and history. Her entreaty produces a blush on the boy’s face, for the nymph asks for 
sex at the end (haec tibi sive aliqua est, mea sit furtiva voluptas, / seu nulla est, ego sim, 
thalamumque ineamus eundum, IV.327-328; “if you have someone, let my pleasure be 
secret, or if you have no one, let me be she, and let us go into the same bedroom”). 
Not until the nymph puts her hands on the boy’s neck (like Echo) and insists on sis-
terly kisses does the boy first demand that she stop and then threaten to flee (IV.334-
336). Salmacis pretends to leave but secretly spies on the boy bathing, and then she 
becomes the second attacker who succeeds in taking kisses and touching her victim. 
Echo attempts an embrace, but her inability to speak (and female sex) prevents her 
he renounces deception that he wins over the nymph.” (1983, pp. 70-71).
57  Robinson (1999, p. 218). 
58  Keith (1999, p. 218).
59  Robinson (1999, p. 218). Keith also notes: “Alcithoe too adapts Homer in ‘Salmacis and Hermaph-
roditus,’ for her characterization of Hermaphroditus exhibits points of contact with Odysseus, even 
before she recasts Odysseus’s supplication of Nausicaa (Od. 6.149-59) in Salmacis’s lewd proposition of 
Hermaphroditus (4.320-28). Ovid exploits and extends the erotic content of his Homeric models by 
grafting the codes of Roman elegiac discourse onto them.” (2002, p. 257).
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from fulfilling a complete rape.60 Hermaphroditus does resist and refuses the nymph 
the realization of her lusts, but she invokes the gods with a prayer to prevent separa-
tion. Thus Salmacis is able, with divine power, to hold Hermaphroditus in an eternal 
rape, a physical violation and devastation of his male form:
“pugnes licet, improbe,” dixit, 
“non tamen effugies. ita di iubeatis, et istum 
nulla dies a me nec me diducat ab isto.”  IV.370-372
“Although you fight, cruel one,” she said, 
“nevertheless you will not flee. May you gods so order it, and 
let no day separate him from me or me from him.”
Salmacis does more than merely rape: she engineers another type of physical viola-
tion by destroying the male gender of Hermaphroditus and perverting him into a 
dual gender to satisfy her own desires.61 As Keith observes, she also prevents “Her-
maphroditus from achieving full manhood, condemning him instead to a perpetual 
youth construed as transexuality.”62 Victims such as Daphne, the Crow, Syrinx, and 
Arethusa rely on divine aid to release them from danger through transformation 
of form. Salmacis utilizes it to further violate Hermaphroditus and transform him 
not into a creature of nature, but into a perversion of nature.63 Like the unsuccessful 
male predators Apollo and Pan, the victim Hermaphroditus tries to reestablish his 
masculinity by attempting “to reassert his control over the gaze and concomitant 
mastery over the narrative trajectory by praying that all men who enter the spring 
60  As a female, Salmacis also cannot “usurp control of the gaze from the male; and as a toponym, she 
is reduced in the end to nothing more than a place, plot-space.” (Keith 1999, p. 219).
61  Keith points out: “The sexual union of Salmacis and Hermaphroditus not only emasculates the 
latter, but erases the former’s subjectivity altogether, leaving her merely an inert toponym: ‘the cause lies 
hidden, but the violent effect of the spring is very well known’ (4.287; cf. 15.319.).” (2009, p. 364). 
62  Keith (1999, p. 239).
63  “Here, however, unnamed gods assist not the victim but the author of the rape, and their assistance 
is all the more marked in that the object of the rapist’s attention is none other than the child of two 
Olympians, Mercury and Venus.” Robinson (1999, p. 221).
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be emasculated in its waters.”64 Interestingly enough, in answer to Hermaphroditus’ 
prayer to make the waters produce effeminacy, his parents employ magic: et incesto 
fontem medicamine tinxit (“and both tinged the spring with an impure drug,” IV.388). 
Segal remarks, “As in the case of Circe’s magic, both in Homer and in Ovid, magic 
is a threat to masculine identity and sexual dominance.”65 By punishing and trans-
forming Picus with her magic, Circe destroys his masculinity and retains sexual 
dominance over him through metamorphical rape.
V .  A P P L Y I N G  T H E  L E S S O N S :  
C I R C E  V I O L A T E S  P I C U S
Circe takes her cue from both Jupiter and Salmacis.66 She uses her power of magic 
(as Jupiter used his divine powers)67 to subjugate and physically dominate her prey. 
When Picus spurns her heart, she uses magical powers to destroy her lover’s beau-
tiful form and violate his body through metamorphical rape, as Salmacis does to 
Hermaphroditus through her prayers to the gods. Circe also understands Jupiter’s 
lessons in divine power (creating a mist) and disguise, and applies them by forcing 
Picus to be on foot. Although she does not disguise herself as the boar, she employs 
the false image to get her victim off his horse and surrounded by thick shrubbery. 
64  Keith (1999, p. 219).
65  Segal (2002, pp. 9-10). 
66  Apollo and Mercury both rape Chione (XI.301 ff.), but the narrative does not indicate an idyllic 
setting or specify any place, which places it outside of this discussion. Apollo and Mercury both use 
their power; Mercury employs his staff that brings sleep: virgaque movente soporem/ virginis os tangit: 
tactu iacet illa potenti/ vimque dei patitur (“and with his staff producing sleep, he touched the face of the 
maiden: at its powerful touch she lay down and suffered the violence of the god,” XI.307-309). Apollo 
disguises himself as an old woman, perhaps learning from his father’s disguise as Diana.
67  Segal notes: “The metamorphoses that constitute the poem’s subject rarely result from magic but 
rather from the power of the gods or from supernatural instruments, like Medusa’s head in the Perseus 
episode or the bush into which the nymph Lotis has been transformed in the Dryope episode. Where 
divinities do employ magical devices, these seem to be extensions of their power.” (2002, p. 9). Segal also 
observes that Minerva uses both an herb and the shuttle as a wand on Arachne. (2002, p. 10). For the 
distinction between supernatural/divine powers and magic in the transformations of the Metamorphoses, 
see Tupet (1976, pp. 394-396). Tupet cites the herb used in Athena’s transformation of Arachne as an 
agent of magic, but emphasizes the role of the divine actor: “Peut-être l’herbe donnée par Hécate, avec 
laquelle Pallas change Arachné en araignée, doit-elle être considérée comme un agent magique, mais 
surtout à cause du caractère de la donatrice, car ces diverses transformations ne nécessitent, semble-
t-il, aucune preparation, aucune opération technique. Bien mieux, l’instrument ne paraît pas vraiment 
indispensable: c’est, le plus souvent, la seule volonté du dieu qui agit.” (1976, p. 395).
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Just as Jupiter’s Latonian disguise belies the safety of virginity, Circe’s deceit of the 
boar gives Picus the impression that he is the hunter, and not the hunted. From Ju-
piter’s use of mist to successfully end a quarry’s flight, she is inspired to envelop the 
earth in a mist and to thicken the sky, forcing the companions of Picus to wander 
blindly and leaving him alone to face his attacker.
Salmacis imparts to Circe the ideas that her victim must not escape (in his present 
form), and that forced metamorphosis can achieve physical violation and domina-
tion of his form. Salmacis says to Hermaphroditus, “Although you fight, cruel one, 
nevertheless you will not flee” (IV.370-371). Circe states a similar fate for her love:
‘non’ ait ‘effugies, vento rapiare licebit, 
si modo me novi, si non evanuit omnis 
herbarum virtus nec me mea carmina fallunt.’ XIV.355-357
‘You will not flee, although you are seized by the wind,  
if only I know myself, if all the power of my herbs has not vanished 
and my songs do not fail me.’ 
These two terrible masculinized women, who both attempt to usurp the epic male’s 
gaze, are also connected through language. Salmacis and Circe begin their sentenc-
es with non and use the verb effugies. By beginning their speeches with a negative, 
they send the message that they will not take “no” for an answer. Salmacis uses 
a concessive clause to emphasize that Hermaphroditus’ resistance is futile, similar 
to Callisto’s resistance to Jupiter. Whereas Salmacis must rely on the gods’ powers 
(ita di iubatis, IV.371), Circe’s conditional clause demonstrates her reliance on her 
own powers. Circe also uses a conditional clause to indicate that Picus will not be 
able to escape because of her previously successful magical powers. This conditional 
clause recalls the one used in Glaucus’ plea for help at the beginning of Book XIV 
(at tu, sive aliquid regni est in carmine, carmen/ ore move sacro; sive expugnacior herba 
est/ utere temptatis operosae viribus herbae, “But may you, if there is some power in 
a magical song, begin a song with your sacred mouth, or if a herb is more potent, 
use the tested strength of a powerful herb,” XIV.20-21). Scylla’s transformation has 
proven that there is regnum, vis, potentia in Circe’s magical herbs and songs, and so 
Circe has confidence in her magic. The conditional clause, which recalls Glaucus’ 
statement and her subsequent success over Scylla, thus confirms her eventual victory 
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over Picus. The phrase vento rapiare licebit foreshadows Picus’ transformation into a 
bird, for then the wind will seize him, i.e, the wind will blow through his wings in 
his flight. Rapiare also conjures the idea of sexual violence, connecting Circe to the 
male rapists in the Metamorphoses. Picus will be forced to submit to an avian form 
and will be compelled to feel the wind beneath his wings. In this statement Circe 
recognizes that the power of her magic will produce victory, not physical pursuit on 
foot, as Apollo, Glaucus, Neptune, and Pan attempt to do. Whereas Salmacis needs 
to rely on the gods’ divine powers, Circe can rely on her own powers.
Salmacis also serves as a precedent to Circe as the defiler and violator of a man’s 
physical body. Salmacis selfishly prays to the gods that no one separate her and Her-
maphroditus, thereby producing a dual gender and violating Hermaphroditus’ very 
nature. Although Circe also does not sexually rape Picus, she still physically violates 
his body by changing his form into a bird, thus accomplishing a metaphoric rape.68 
Circe also prevents Picus from attaining full manhood, compelling him to grow old 
in his avian form. Circe performs Picus’ transformation as punishment, not as aid, 
so Picus does not consent. The transformations of Daphne, Syrinx, the Crow, and 
Arethusa are a result of their call for help to escape sexual rape. Since they call out for 
help, their metamorphoses can be understood as “consensual.” As Parry recognizes, 
“Transformation is itself a ritual death, since something essentially characteristic of 
the living creature has been destroyed.”69 The young Latian king suffers from a fem-
inized form of metamorphic “death” since he is defeated not by sword or spear on 
the battlefield, but by transformation into a bird though a woman’s magical arts. Two 
great heroes in the Metamorphoses, Cyncus and Caeneus, also suffer a female manner 
of death through suffocation and transform into birds after their defeat: Cyncus, by 
being choked by Achilles, and Caeneus (who, as a female, was raped by Neptune), 
by being smothered as the Centaurs pile stones and trees on him. As Keith explains, 
“not only should real men die by the sword (or spear or even arrow) in epic warfare 
rather than by suffocation, but suffocation itself is a form of death reserved ... for the 
female in the classical imagination. Even the final avian transformation that Nestor 
68  “Violence against the body stands for rape.” (Richlin 1992, p. 165). Violence to the body equates 
to sexual penetration. Philomela serves as an excellent example of both actual and symbolic rape. Her 
brother-in-law Tereus rapes her and cuts out her tongue. The sword is the raping phallus of masculine 
penetration (modified from Sharrock, “The spear is the raping phallus of masculine penetration,” (2002, 
p. 97)). Tereus violently removes Philomela’s hymen with his penis, and brutally amputates her tongue 
with his sword. Both orifices are penetrated against her will, the latter’s organ mutilated so that the 
victim cannot voice the crime against the first organ violated.
69  Parry (1964, p. 274).
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claims to have seen (12.525-6) may retain a trace of the feminine: Nicole Loraux has 
recently argued that in Greek myth the suffocated woman ‘is like a bird.’ ”70 Picus suf-
fers a feminine death not only because he does not die by the sword or spear, but also 
because his avian transformation can be understood metaphorically as the womanly 
death of suffocation. This complete mutilation of his human form causes Picus to 
lose his ability to speak about Circe’s crime,71 which is triggered by her rejected amor, 
the cause of her subsequent ira.
Circe’s spurned amor for Picus metamorphosizes into ira, which incites Circe 
to “rape” Picus’ human form and inflict punishment on him. Betty Nagle discusses 
how the gods of the Metamorphoses produce suffering because of their amor, and the 
goddesses inflict punishment in order to gratify their ira.72 She argues that a goddess’s 
amor spurned can result in ira: “When a goddess’s love is not reciprocated, a second 
dangerous pattern of amor and ira results, in which the goddess’s ira is provoked, 
not by a god’s successful amor, but by her own frustrated amor; that is, her own amor 
turns to ira.”73 She rightly cites Circe as an exemplar, both because of her revenge for 
Glaucus directed at Scylla, and because of her transformation of Picus. Like Salma-
cis, Circe and these other spurned goddesses, “can punish rejection, but they cannot 
force compliance,” and as females they are unable to obtain their true objective74 by 
70  Keith (1999, p. 238).
71  Miratur is used in describing both Picus’ and Actaeon’s reactions to their transformation (XIV.389 
and III.198-199). Like Picus, Actaeon also loses his voice in his new form as a stag. Williams notes: 
“Transformed into a stag who is killed by his own hounds, Actaeon is exquisitely tortured by his voice-
lessness: as the animals that he knows so well relentlessly track him down, he is powerless to call off the 
very hounds that are devoted to him.” (2009, p. 164). Sharrock, in reference to Daphne, Io, and Syrinx, 
observes how “loss of humanity, autonomy, and speech is tied in with sexuality for women” and that “the 
changed woman is made to acknowledge her domination, by an act of para-speech that accentuates her 
loss of voice.” (2002, p. 100). This acknowledgement of domination by use of para-speech can be applied 
to Philomela, since she must use her skills in weaving to communicate her violation. She acknowl-
edges her domination, both sexual and lingual, through the weaving of her tale. She no longer has the 
freedom to speak her thoughts and is forced to manipulate art to act as her voice. Picus expresses and 
communicates his anger at the domination of his physical form through pecking trees: seque novam 
subito Latiis accedere silvis/ indignatus avem, duro fera robora rostro/ figit et iratus longis dat vulnera ramis 
(“and resentful that he was being added suddenly as a new bird to the Latian woods, thrusts his hard 
beak in the wild oaks and angrily gives wounds to their long branches,” XIV.390-392).
72  Nagle (1984, p. 237). 
73  Ibid., p. 241.
74  Ibid., p. 242.
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physical force as their male counterparts can.75 Rejected by both Glaucus and Picus, 
Circe cannot resort to the direct rape available to a male god whose words have 
failed to persuade and so she is restricted to feeling insulted and then to using her 
magic to punish.76 Nagle convincingly argues, “By contrast, the goddesses’ resources 
are limited to persuasion, and their divine identity is essential to their attempt at 
persuasion. Erotic rejection becomes the equivalent of an insulted divinity because 
the goddesses themselves must present their case in those terms.”77
When Glaucus rejects the goddess, she does not employ magic to harm him 
(and she cannot harm him as he is a god), but instead projects her anger and hatred 
on Scylla, whose form Circe transforms with magic herbs:
indignata dea est, et laedere quatenus ipsum 
non poterat (nec vellet amans), irascitur illi 
quae sibi praelata est; Venerisque offensa repulsa 
protinus horrendis infamia pabula sucis 
conterit et tritis Hecateia carmina miscet  XIV.40-44
The goddess was angry, and in as much as  
she could not hurt the god himself (nor would she want, loving him),  
she was angry at the one who was preferred to herself; and offended by the 
rebuff of her love she immediately ground infamous grasses with    
 horrible 
juices and mixed Hecatean songs with the beaten mixture.
Circe seems to have learned from this previous experience. So when Picus rejects 
75  Interestingly, Aurora abducts Cephalus against his will (VII.703-704). However, Davis indicates 
that Cephalus is not such an innocent victim: “In view of the fact that the isolation of the venator from 
the comites is often a prelude in the poem to the appearance of an amator, Cephalus’ voluntary isolation 
is a subtle foreshadowing of a willed encroachment of Eros.” (Davis 1983, p. 142). Perhaps Cephalus, 
reading the poem thus far, realizes that a sexual encounter will occur if he hunts without companions. 
His claim that he was Aurora’s unwilling victim is false, then, and he has in fact committed adultery. 
Curran also notes that violence in Cephalus’ “rape” is “virtually absent.” (Curran 1978, p. 216).
76  Nagle (1984, p. 242).
77  Ibid., p. 242.
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her, she does not protect him as she did with Glaucus because she desires to harm 
Picus directly. Poor Picus does not fare so well as Glaucus who goes away (physically, 
though not emotionally,) unscathed: ‘non impune feres neque’ ait ‘reddere Canenti,/ 
laesaque quid faciat, quid amans, quid femina disces.’ (“ ‘You will not bear impunity,’ 
she said, ‘nor will you be returned to Canens, and you will learn what a hurt woman, 
what a lover, what a woman does,’ ” XIV.383-384).78 Ovid allows his antagonist this 
punishment, but denies Picus any defense.
V I .  U N M A N N I N G  P I C U S :  
O V I D  S T R I P S  P I C U S  O F  D E F E N S E
Ovid chooses to strip Picus of self-defense, unmanning him in a way that should 
not surprise the reader at this point in an epic that reduces masculine heroism into 
a “display of heroic ineptitude.”79 Picus is just another of Ovid’s inept heroes, one in 
stark contrast with Odysseus. The latter’s ten years of fighting experience precludes 
Circe from dominating him; instead, the Homeric hero places his sword against the 
witch’s wand in a display of his courage and mortal resolution (X.321-324). Similarly 
in Ovid, Ulysses, protected by moly and divine warnings, strikes Circe’s wand with a 
drawn sword (XIV.291-296). He is able to resist Circe’s powers with his own count-
er-magic, introduced to him by the god Hermes. Segal observes: “Recognizing the 
danger for what it is, he sees Circe as his men cannot. Hence he meets the goddess 
on her own terms: the counter-magic of Hermes against her potions, his sword 
against her wand.”80 In the Metamorphoses, however, “Encounter with the female . 
. . inevitably results in the unmanning of the Ovidian epic hero.”81 Picus is effemi-
nized because he does not fight back as Odysseus/Ulysses does, but instead yields to 
Circe’s imperium and thus is dominated by her. Picus has started his hunting with 
two spears (laevaque hastilia bina ferebat, XIV.344), also weapons of the battlefield, 
yet he uses them neither to strike the goddess’ hand in order to force her to drop 
78  See also II.474 ( Juno-Callisto) and XI.207 (Neptune-Laömedon) for similar wording. Like Circe 
did with Scylla, Juno destroys the human form of her female rival. Here, Circe has decided to destroy 
the beloved, rather than the rival, though she indirectly causes Canens’ wasting away by effecting Picus’ 
absence, which produces destructive grief for the nymph.
79  Kenney (2009, p. 148). Nestor is one of these unheroic heroes. See also Keith (1999) for a discus-
sion of epic masculinity in the Metamorphoses.
80  Segal (1968, p. 425).
81  Keith (1999, p. 139).
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her wand, nor to stave off her wand as Homer’s hero does with his sword. Since the 
spear functions as a sexual metaphor for the penetrating penis, the faithful but ef-
feminized Picus does not penetrate Circe physically or metaphorically.82 He does not 
dominate his enemy with his penis or sword, as a (Roman) male who displays ade-
quate masculinity should. After the mist clears his companions, however, do attempt 
to harm the witch: vimque ferunt saevisque parant incessere telis (“they bore violence 
and they prepared to assault her with savage spears,” XIV.402). Picus only finally 
uses his “weapon,” i.e., his beak, after Circe has transformed him into a woodpecker: 
seque novam subito Latiis accedere silvis/ indignatus avem, duro fera robora rostro / figit 
et iratus longis dat vulnera ramis (“and resentful that he was being added suddenly as 
a new bird to the Latian woods, thrusts his hard beak in the wild oaks and angrily 
gives wounds to their long branches,” XIV.390-392).
Picus’ young age, martial inexperience, and identification as an elegiac lover 
may explain his inability to defend himself. The narrator introduces Picus as cou-
rageous (par animus formae, XIV.324),83 though still very young (nec adhuc spectasse 
per annos / quinquennem poterat Graia quater Elide pugnam, “and he could not yet 
through his years have watched the quadrennial contest in Greek Elis four times,” 
XIV.324-325). Based on these lines, Hill reckons Picus’ age to be between 12 and 15 
years old.84 Ovid’s Picus, recalling Vergil’s Ascanius, lacks experience in war, and 
hunting boar trains him for war. He has never experienced a human enemy, though 
the narrator assures us of his courage. Far more important is Picus’ description, when 
he responds to Circe’s entreaty, of his relationship with his wife Canens. Picus ap-
propriates for himself traditionally feminine traits: loyalty, devotion, subservience, 
and submissiveness; Circe, on the other hand, exhibits more masculine attributes 
of dominance, hard-heartedness, self-absorbtion.85 The young king frames the re-
82  See Adams (1982, pp. 19-21) for weapons as sexual metaphors.
83  The exact meaning of animus here is uncertain since Ovid does not qualify the word for us. Mc-
Donnell explains in his extensive research on virtus that “Animus is often associated with the emotional 
states, and when used to denote martial courage it perhaps corresponds to the psychological and phys-
iological effects of adrenaline. In this sense it might be thought of as a close to, or even as a component 
of virtus. But unlike virtus, courageous animus is transient in nature and therefore unstable,” (2006, p. 
60). Because Picus takes on the phantom wild boar I take animus to mean courage in facing dangers 
associated with hunting wild beasts. Boar were “traditionally one of the hunter’s most dangerous antag-
onists.” (Davis 1983, p. 111).
84  Hill (2000, p. 183).
85  Traits taken from Williams (2010, p. 171), in a quote of Barbara Gold.
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lationship in a manner reminiscent to an elegiac lover:86 ‘non sum tuus; altera cap-
tum/ me tenet et teneat per longum, comprecor, aevum/ nec Venere externa socialia foedera 
laedam,’ (“ ‘I am not yours; another holds me prisoner and may she hold me, I pray, 
throughout a long lifetime nor shall I harm our marriage pact with an outside love,’ 
” XIV.387-380). The term captus recalls the elegiac lover’s stance as a servus amoris, 
imbued with an eternal love that leads Picus to pray that he will remain Canens’ 
captive for the rest of his life. His term for their marriage, socialia foedera, strongly 
recall Catullus’ description of his relationship with Lesbia.87 His distaste and rejec-
tion for another love mimics the elegiac pledge of loyalty to his mistress, though 
here Canens presumably remains faithful to her lover, a characteristic often prayed 
for in elegy. His subservience to his wife is also revealed in the narrator’s statement: 
ille colit nymphen (“he worships the nymph,” XIV.333). Picus not only is a slave to 
Canens, but also worships her like a goddess. As Fulkerson observes, Roman elegists 
“use their poetry to win over their puellae in a way they identify as similar to love 
magic: poetry, like magic, has the power to open locked doors.”88 Picus cannot use his 
weapons, or magic, to restore himself to his wife.
To further prevent Picus from defending himself, Ovid strips him of any mag-
ical powers that he may have had. In the Fasti, he (along with Faunus) appears as a 
god who uses magic to elicit Jupiter for Numa (III.289-324).89 Ovid appears to have 
transferred Picus’ magic powers to his wife Canens, who seems to be an Ovidian 
invention. Perhaps Ovid leaves out this magical knowledge because the king does 
not acquire it until after his apotheosis. Alternately, the poet may wish to strip Picus 
of his powers to equate him with the vulnerable virgin maidens attacked while trav-
eling in idyllic scenes who must rely on divine power instead of their own. 
The reliability of the narrators should be considered in the attempt to under-
86  Circe’s speech to Picus also contains vocabulary drawn from love poetry, for example, quae mea 
ceperunt (XIV.373), supplex (374), durus (376), ferox (377).
87  For brief discussions of foedus in elegy, see Ross (1969, pp. 84-85; 93); Lyne, (1980, pp. 33-38); 
Laigneau (1999, pp. 276-282); James, (2003, pp. 43-48). The only other instances of sociale foedus appear in 
Silius Italicus (Punica, 16.168; 16.274), in Livy (34.57.9; 45.25.9), and in Ovid’s Heroides (4.17). In the first 
two authors, the phrase means “alliance treaty,” and does not refer to marriage. It is only Ovid, both in 
the Heroides and here in the Metamorphoses, who utilizes it to signify a marital union. In Epistula 4.17, 
the heroine Phaedra describes her relationship with Theseus as a socialia foedera. Phaedra’s use of this 
phrase designates her marriage as an alliance between two peoples, the Athenians and the Cretans.
88  Fulkerson (2005, p. 111).
89  Myers states: “The chronological problem of his appearance at this much later date in non-avian 
form obviously did not bother Ovid.” (2009, p. 112). It may not have bothered Ovid, but why such a 
difference between the two Ovidian Picuses? 
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stand Picus’ lack of self-defense.90 Macareus is a Greek telling the first Italian story 
in the Metamorphoses.91 As a Greek, he has motives to “unman” this Italian legend-
ary king in order to enhance his own Greek hero’s (Odysseus’) masculinity. This 
fictional Odyssean castaway also hears the story from one of Circe’s maidservants, 
and so we must question not only the accuracy of Macareus’ retelling, but also her 
original narrative. Her gender may distort her version of the story (if Macareus has 
not edited it) because it depicts female dominion and victory over a male; she thus 
challenges epic expectations by subjecting Picus not only to the gaze of the female 
antagonist, but also to that of the reader, who views Picus through the lens of Circe. 
The maidservant also transfers to the female the epic male’s prerogative to dominate, 
thereby disrupting gendered norms. She amends the passive female role to that of 
the aggressive agent of violence upon another’s body, and revises the active male 
role to that of passive victim. Circe’s aggressive behavior masculinizes her, but Picus’ 
inaction effeminizes him, a perhaps far more revolting crime for Ovid’s Roman 
audience.
V I I .  C O N C L U S I O N
Heath’s intriguing idea of Diana as “reader” of the Metamorphoses compels us to 
consider Circe as “reader” of the rape episodes. In her perception of herself as a 
potential rape victim and of Actaeon as the aggressive predator, Diana reacts to the 
situation according to the observed narrative pattern. The rape stories of Daphne, 
Io, Syrinx, Callisto, the Crow, Narcissus, Arethusa, Hermaphroditus, and Scylla il-
lustrate for Circe, as they did for Diana before her, how she must react. She has 
learned from previous episodes in the Metamorphoses that she must get her love-prey 
on foot, remove his companions, and use her power of magic to violate her prey in 
a metamorphical rape. Applying lessons learned from successful and unsuccessful 
rapists, Circe responds as aggressor with Picus. Unlike Homer’s Circe, Ovid’s god-
dess travels outside her home and aggressively seeks out her love and punishes him 
for rejection. Circe employs her magic to create mists that leave the king without 
guard and horse. She has ascertained from the previous rapes or near-rapes that she 
must rely on powers, not only on physical strength, to catch prey. For example, Zeus 
creates a mist, much like Circe later does, to halt Io and rape her. Jupiter trains Circe 
90  For a narratological catalogue of the stories in the Metamorphoses, see Nagle (1989).
91  Myers notes that Macareus appears to be an invention of Ovid (1994, p. 104).
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in the best way to catch love-prey by using his divine power (creating a mist) and 
power of false images (disguises). Salmacis imparts to Circe the ideas that her victim 
must not escape (in his present form), and that forced metamorphosis can achieve 
physical violation and domination of his form. Although Circe does not succeed 
in raping Picus, she physically attacks him through violation of his human form. 
Despite Macareus’ narrative description of Picus as courageous in hunting, Ovid 
effeminizes his character even as he masculinizes Circe. Ovid creates an elegiac lover 
in Picus who does not fight his enemy, but instead allows himself to be dominated 
at the cost of his epic masculinity. His faithfulness and devotion to his wife Canens 
conjures the image of the elegiac lover, servus amoris, whose battlefield is that of 
Cupid, not of Mars. Deprived of his magical abilities found in the Fasti, Picus fails 
to defend himself with the hunting weapons he carries, thus penetrating the goddess 
neither with phallus nor with spears. Forced to play the role of elegiac lover rather 
than epic hero, Picus cannot dominate Circe and is violated through forced meta-
morphosis. As Callisto realizes, the violence (of rape) on her self forever transforms 
her body, internally and outwardly changed by another’s force and power, and she 
no longer can see or care for the woods in the same way. Picus’ transformation also 
causes internal and external change, as he no longer can be his wife’s human lover, 
and the woods no longer bring the same delight to him as they did when he was a 
hunter. Power, not love, conquers all.
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e  f
Many students do not write poorly because they have nothing new to say; they have 
nothing new to say because they write poorly. Stylistic and structural problems often 
prevent students from developing their unexamined impressions into a coherent 
analytical argument. Awkward, convoluted, and vague sentences thwart discovery. 
Disorganized paragraphs and paragraphs sequenced without logic produce super-
ficial, free-associative musings and prevent rational deduction. By learning to find 
and fix stylistic and structural weaknesses in their own writing, however, students 
can improve their capacity for logical deductive reasoning.
All too frequently, students do not develop their ideas beyond their initial reac-
tion to the text. In their essays, they may claim to find their observations “interest-
ing,” “surprising,” or even “fascinating,” and they can free-associate about their first 
impressions with ease. But they do not know how to analyze or interpret literature. 
They can describe the texts, or they can list a series of unrelated, unsubstantiated 
opinions about the texts, but they cannot identify and define a set of related textual 
examples and draw logical deductions from it. They may have learned to “brain-
storm” or to write “stream of consciousness” essays, but they cannot articulate and 
defend an interpretive argument. They must now learn how to use the writing pro-
cess to have a productive conversation with themselves.
Undergraduate essays often seem like first drafts because they are. Facing the 
requirement of producing a central thesis for the paper, students frequently formu-
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late a claim prior to beginning the writing process. They superimpose their own 
attitudes and assumptions onto the texts instead of allowing the texts to challenge 
preconceived ideas and expectations. Asked to re-write, they will tinker with their 
sentences without developing their initial impressions. Many students have yet to 
discover the value of re-writing for promoting constructive thought. By striving to 
articulate, support, and sequence definitive statements, students can learn to think 
logically. They can develop their ability to discover and defend illuminating inter-
pretive arguments.
To help my own undergraduates appreciate the causal relationship between 
essay form and essay content, I provide the following two handouts developed over 
thirty years of teaching Classical languages and literature to undergraduates. The 
first hand-out (below) defines and explains the following nine principles of con-
structive (re-)writing. Words and phrases quoted in the hand-out to illustrate stylis-
tic problems all appeared in actual student essays.
1. Distinguish the writing process (devising a topic, pursuing an 
investigation, writing, revising) from the writing product (essay or paper).
2. Learn to identify “red flags” in your own writing. (Vague words and 
phrases substitute for and prevent thoughts. Often clustering in 
combinations, “red flags” expose the absence of an idea. By learning to ask 
and answer questions implicit in the “red flag” word or phrase, students 
make new discoveries.)
3. Distinguish descriptive claims from interpretive claims, and use 
descriptive claims to corroborate interpretive claims.
4. Present and defend just one interpretive claim per paragraph.
5. Avoid subordinating the main idea.
6. Sequence paragraphs not associatively but logically.
7. Avoid rhetorical questions.
8. Avoid the “Intentional Fallacy.”
9. Devise a thesis (overarching interpretive claim) to account for or explain 
all of the interpretive claims expressed in your paragraphs’ topic sentences.
The second hand-out sketches a basic pattern for a successful compare/contrast un-
dergraduate essay. I encourage my students to devise compare/contrast essay topics, 
because the process helps them to distinguish descriptive claims from interpretive 
claims and encourages them to analyze rather than merely describe the text.
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These hand-outs have helped students transform bad essays into good ones and 
good essays into excellent ones. Because students’ needs and teachers’ goals vary, 
however, I offer the nine principles and the essay pattern as suggestions only. I hope 
that instructors will find some of my ideas useful and be able to adapt them to their 
own pedagogical approach.
e  f
Handout 1
Nine Principles of Constructive (Re-)Writing:
1. Distinguish the writing process (devising a topic, pursuing an investigation, writ-
ing, revising) from the writing product (essay or paper). 
The writing process requires numerous steps: 
 » identify a topic (a question, theme, or comparison for investigation); 
 » determine a set of relevant textual sources or examples; 
 » write down your initial impressions; 
 » then revise. 
The final version of the essay should result from several sessions of revision.
2. Learn to identify “red flags” in your own writing. “Red flag” words and phrases 
signal vagueness, make sentences wordy and awkward, and usually substitute for 
and prevent the discovery of an interesting new idea. A “red flag” alerts you to a gap 
in your thinking. The presence of a “red flag” in initial drafts should prompt you to 
ask further questions. The effort to answer these questions will lead you to valuable 
discoveries. 
Above all, ask yourself, what point am I trying to make? Always substitute a 
definitive statement. The final draft should contain no “red flags.” Common “red 
flags” include the following:
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Vague (“empty”) words and phrases. 
Vague assertions indicate the possibility of an idea but do not express one. Vague 
words include: “different,” “differently,” “similar,” “similarly,” “parallels,” or “contrasts.” 
Adding an adverb or adjective only advertises the problem - e.g. the phrases “quite 
different,” “starkly different,” “extremely similar,” “incredibly similar,” “surprisingly 
similar,” “striking similarities,” or “distinct contrasts” still fail to identify any specific 
difference or similarity.
Initial drafts may contain phrases such as: “… uniquely portrays similarities and 
differences between…,” “… many of the same qualities,” “These two characters could 
not be more different,” “Their responses manifest differently,” “… possess different 
aspects,” “…through different means.” Instead of merely observing that a similarity 
or difference exists, however, state it. e.g. Both Aeneas and Turnus possess supreme fight-
ing skill; or Aeneas seems reluctant to go to war, but Turnus seems eager.
Other common “red flags” include: “certain,” “some,” “implications,” “effects,” “influ-
ence(s),” “hero,” “heroic,” “heroism,” “interesting,” “interestingly.”
Always delete the “red flag” word or phrase, ask yourself the necessary question(s), 
and substitute a definitive claim. For example: 
 » “…certain characteristics…,” “… impart certain values to the audience,” 
“… provide important insight into…”, “The image demonstrates loud 
implications,” “… have an incredible impact on…” (Precisely which 
“characteristics,” “values,” “insights,” “implications,” or “impact” can you 
identify?)
 »  “Dido embodies certain idealized traits.” (Which traits do you discern? 
Who idealizes them?)
 » “Aeneas possesses the qualities of a strong leader.” (Which qualities does he 
possess? What attributes define a “strong” leader?)
 » “…plays a major role in getting the message across” (What role? What 
message?)
 »  “Interestingly, ….” (Why is this interesting? What does it contribute to 
your analysis?)
 » “… have a lot in common,” “Natural connections arise between…” (What 
exactly do they have in common? What connections do you see? Identify a 
similarity - e.g. Dido’s people respect her authority as Aeneas’ people respect his.)
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 » “Virgil influences the reader,” “Virgil frames a certain idea in the reader’s 
mind,” “Virgil shifts the reader’s focus.” (Instead, define your idea - e.g. 
By remaining with Dido as Aeneas leaves Carthage, the narrative focuses the 
reader’s attention on Dido’s suffering.)
Passive verbs (e.g. “is shown,” “is seen”). 
Ask yourself the appropriate question(s), and substitute an active verb to make a 
specific claim instead. For example:
 » “… is seen as …” “… could be seen as…” “… is celebrated as …” “… is 
said to be…” “… are interpreted as …” “… is made evident when…” (Why 
should the reader take your word for this? What shows what?)
 » “Aeneas is known as…” (Who knows him as…? What shows him as…”)
 » “Dido is forced to…” (What forces Dido?)
 » “… is not granted…” (What grants or does not grant what?)
 » “Dido’s emotional integrity is compromised when…” (What compromises 
Dido’s “emotional integrity”? What does “emotional integrity” mean?)
Relative clauses (i.e. phrases beginning with “who,” “whose,” “which,” “that,” “how,” 
“when”). A relative clause often prevents you from identifying a precise idea or direct 
causal relationship. Substitute a definitive claim instead. For example: 
 » “…which imparts a very Roman ideal.” (What “imparts” what? What ideal 
do you identify?)
 » “ … which shows what Rome stood for…” (What did Rome “stand for” 
and what does that mean? Precisely which qualities does the text present as 
distinctively Roman or admirable?)
Forms of the verb “to be” (e.g. “is,” “are”). Often present with other “red flags,” this 
verb makes sentences wordy but expresses little or nothing. For example:
 » “It is through the mourning of Dido that we are shown…” (What shows 
what? Substitute: Dido’s mourning shows…)
 » “…are very representative of how…” (what represents what? What reveals 
what?)
 » “The first comparison that can be made is that…” ( Just delete the entire 
phrase.)
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“Red flags” frequently collaborate with other “red flags” to emphasize the absence of 
a precise idea. For example: 
 » “While the themes are the same, the way Dido is portrayed is different.” 
(Which themes? What difference(s) do you discern?)
 » “…are very similar to…,” “There is a central parallel between…,” “ … which 
parallels…” “…which is immense contrast to…” (Precisely what parallel or 
contrast do you discern?)
 »  “There is a certain amount of…” (What is your point?)
 »  “…the way in which Dido brings attention to this matter…” (What 
method(s) does Dido use? Precisely what matter?)
 »  “What is fascinating is how…” (Why is this fascinating? What does it 
contribute to your analysis?)
 »  “The behavioral traits are those that are typically attributed to women.” 
(Which traits? Who or what attributes these traits to women?)
 »  “There is one scene that highlights the relationship.” (Which scene? What 
relationship?)
 »  “… which is what makes Aeneas a hero.” (Precisely which attributes make 
Aeneas appear admirable?)
 »  “ … much like Aeneas being….” “…. much like how …” “… especially 
in how….” “This is a lot like…” “Another fun little parallel with Dido is 
that…” (Delete. Delete. Delete. Delete. Delete.)
 »  “The traits that Aeneas and Dido possess…” (Which traits? Substitute a 
definitive claim - e.g. Both Aeneas and Dido show concern for the welfare of 
their people.)
3. Distinguish descriptive claims from interpretive claims, and use descriptive 
claims to corroborate interpretive claims. A descriptive claim makes a factual 
statement about the text. (e.g. Aeneas carries his father out of Troy; or Aeneas claims to 
have carried his father out of Troy.) An interpretive claim draws a deduction from a 
textual fact or set of facts. (e.g. Aeneas shows his filial devotion by carrying his father out 
of Troy; or even, Aeneas emphasizes his own filial devotion by claiming to have carried his 
father out of Troy.) Descriptive claims incorporating textual citations, quotations, or 
paraphrases must immediately follow each interpretive claim (opinion). You cannot 
support one opinion with another opinion. You must provide textual evidence.
The effort to identify and articulate specific parallels and contrasts between two 
things will produce interpretive claims. For example, the two statements Aeneas has 
fled from his home in Troy and Dido has fled from her home in Tyre remain descriptive 
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claims. From these two descriptive observations, you might first have the impression 
that, “Aeneas and Dido are very similar.” The “red flags” (“are” and “similar”) then 
alert you to your failure to articulate any point of similarity. Revising, you might 
make a precise interpretive claim - e.g. Both Aeneas and Dido have suffered exile. Such 
a claim could prompt a further question: what compels Aeneas and Dido to leave 
their homes? 
As you proceed to craft interpretive claims, always aim for concision and gram-
matical symmetry, because an abundance of extraneous details and an asymmetrical 
statement will obscure the point of similarity or difference - e.g. Aeneas leaves Troy 
when the city is sacked, while Dido’s husband gets killed by her brother and then she is 
told by her husband’s ghost that she has to leave Tyre. (Notice the “red flags,” the three 
passive verbs, in this asymmetrical formulation: “is sacked,” “gets killed,” “is told.”) 
This wordy, overly-detailed sentence prevents you (or your reader) from discerning 
either the parallel or the contrast within it. Grammatical symmetry, however, pro-
duces a nuanced interpretive claim - e.g. Both Aeneas and Dido have suffered exile, but 
a foreign assault on his city impels Aeneas’ flight, whereas a brother’s tyranny and betrayal 
force Dido’s departure. 
4. Present and defend just one interpretive claim per paragraph. State a definitive 
interpretive claim in the paragraph’s topic sentence. Think of the topic sentence as a 
promise to the reader: this paragraph will argue and defend this interpretive claim 
and only this. A topic sentence must not merely describe the paragraph’s topic but 
assert a precise interpretive argument. For example, the statement “Aeneas is seen 
in certain relationships with women” does not constitute a topic sentence. Note the 
“red flags” (“is seen” and “certain”) and argue instead, for example, Aeneas fails to en-
sure his wife’s safety but mourns her loss. Or Aeneas takes no responsibility for the deaths of 
Creusa or Dido. Make one such explicit interpretive claim per paragraph and use the 
rest of the paragraph to provide textual evidence (consisting of descriptive claims 
incorporating textual citations, quotations, and/or paraphrases) to substantiate it. 
Assert your interpretive claim (topic sentence) at the beginning of the para-
graph. Do not leave your good ideas where you found them or relegate them to 
the ends of paragraphs. Your interpretive arguments will be more persuasive if the 
evidence follows rather than precedes them. Remember that descriptive details have 
no meaning for the reader, if s/he does not yet know the argument they support. 
Finding the argument at the end of the paragraph, the reader will then want cor-
roborating evidence. In developing your ideas, you will very likely begin by listing 
descriptive details, and, subsequently, you will deduce an interpretive claim, but do 
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not put your reader through your process. Instead, assert the interpretive claim up 
front. Then list the evidence making it irrefutable. You should be able to imagine the 
phrase “For example,” at the beginning of each evidentiary sentence. If you contin-
ue to have new ideas as you assemble the evidence to support your topic sentence 
(and you will), use these ideas to improve the topic sentence or to craft a new topic 
sentence for a different paragraph. As you proceed, you will also discover ideas to 
improve your paper’s introduction, thesis, and conclusions.
5. Avoid subordinating the main idea. Assert the main point of each sentence in the 
main clause (consisting of a grammatical subject and a finite verb). In an early draft, 
you might claim, for example: “In being spurned she cursed him, revealing what 
damage spite can bring.” First, note the “red flags” (the passive “being spurned” and 
the vague “what damage”). Then notice that the main clause (subject and main verb: 
“she cursed”) describes the text. The subordinate clause (participle phrase: “reveal-
ing…”) expresses the interpretive idea but grammatically subordinates it. Instead, 
use the main clause to articulate your deduction (interpretive claim). Substitute, for 
example, Dido’s curse reveals…” Then ask yourself the follow-up question: precisely 
what does Dido’s curse reveal? What damage can spite bring? You might claim, for 
example, By initiating catastrophic conflict between Rome and Carthage, Dido’s curse 
reveals the vulnerability of communities to their leaders’ choices. The main clause in each 
evidentiary sentence should also directly support the main clause in that paragraph’s 
topic sentence.
6. Sequence paragraphs not associatively but logically. As you write, ideas will 
occur to you by association. As you re-write, try to identify some pattern or logical 
sequence for your presentation and defense of these ideas. Do not simply list them 
as they occurred to you. Do not sequence your paragraphs as a list of unrelated 
observations. Topic sentences expressing non sequiturs, that is, failing to specify a 
logical relationship between ideas, usually contain several “red flags.” For example:
 »  “The other point that is made evident is how…”
 »  “Another way in which desirable traits are portrayed is through….”
 »  “There is also another tendency to…”
 »  “… which is another theme that…”
Instead, identify some logical connection between the argument in the preceding 
paragraph and the one following it. Ask yourself: Why do I need to place this para-
graph here in the paper? Why not earlier? Or later? Is there a causal connection? 
An antithesis? A contradiction? For example, if your previous paragraph identifies a 
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similarity, and the next paragraph will specify a contrast within that similarity, you 
might begin the new topic sentence by asserting Although both Aeneas and Turnus…. 
(i.e. briefly reiterate the preceding argument as you launch the new one), only Ae-
neas… Alternatively, perhaps the new idea results as a consequence of the previous 
one. You might claim, for example, Since both Aeneas and Turnus…, both also …You 
must have and articulate a logical reason for the sequence you choose. The sequence 
of argument will depend entirely upon the content of the discoveries you make.
7. Avoid the Intentional Fallacy. Do not try to determine the author’s intentions. 
This would require the supernatural abilities of a mind-reader. You cannot deduce 
the author’s thoughts or intentions from a work of fiction. Instead, identify the ef-
fects of the text.
 »  e.g. Instead of asserting, “Virgil is attempting to make the audience 
understand…”, you might argue, Aeneas’ abandonment of Dido suggests…
 »  e.g. Instead of claiming, “The audience is supposed to sympathize with …”, 
you might assert, Descriptions of warfare evoke sympathy for slain warriors.
 »  e.g. Instead of stating, “Virgil makes the conscious choice to…”, you might 
point out, Detailed descriptions of parents grieving over dead sons emphasize 
the costs of warfare.
8. Avoid rhetorical questions. Devise answers instead. Do use rhetorical questions 
in initial drafts. They will help you to develop your ideas. In the final version of the 
paper, however, articulate answers instead.
9. Devise a thesis (overarching interpretive claim) to account for or explain all of 
the interpretive claims expressed in your paragraphs’ topic sentences. Ask your-
self, what pattern do all of my interpretive ideas reveal? Or, why is it useful to de-
duce all of these insights from the text? Or, what might explain or account for all 
of these ideas? The thesis must encapsulate all of your observations, not just some 
of them. (Most frequently in a compare/contrast paper, the parallels will justify the 
comparison, but the contrasts will lead you to a new, interesting insight.) Often, your 
most explicit and comprehensive interpretive insight occurs to you as you write your 
conclusion. Do not leave it there. Instead, move it to the end of your introductory 
paragraph, and revise your introduction to lead up to it. Then revise each paragraph’s 
topic sentence so that each serves as a step or stage in your presentation of the over-
arching interpretive claim (thesis). The main clause in each topic sentence should 
directly support your paper’s central thesis.
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Handout 2
Basic Pattern for an Effective Compare/ Contrast Essay:
Introductory paragraph [Tell readers what your paper will argue.]
Body of the essay [State and defend your arguments.]
Conclusion [Tell readers what your paper has argued.]
Sample Topic: Compare/contrast the tale of the Trojan Horse in Homer’s 
Odyssey and Virgil’s Aeneid.
Introduction (one paragraph):
1st sentence: Identify topic and sources - e.g. Homer’s Odyssey and Virgil ’s Aeneid both 
include an account of the tale of the Trojan Horse (Od. 8.62-104 Lattimore; Aen. 2. 81-
453 Fitzgerald).
Next sentences forecast paper’s 1st section defining similarities between the two ac-
counts. (The similarities justify the comparison.) e.g. In both epics, the tale occurs in the 
context of ____________. In both versions, the Greeks ______ and the Trojans ______. 
In both versions, the Trojan Horse causes________.
Next sentences forecast paper’s 2nd section defining contrasts between the two ac-
counts. (The contrasts will enable you to discover an illuminating thesis) E.g. Despite 
the two tales’ shared emphasis on _____, ______, and ______, Virgil ’s version departs 
from Homer’s in suggesting _______, _______, _______. Homer’s version presents the 
Greeks as _____ and the Trojans as ______ , but Virgil ’s version depicts the Greeks as 
_____ and the Trojans as _____. 
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Next sentences forecast paper’s 3rd section drawing deductions from the similarities 
and contrasts. e.g. While Homer’s version shows ______, Virgil ’s version shows ______. 
Homer’s version commends _____ and _____, but Virgil ’s version commends _____ and 
______. 
Thesis statement (last sentence of Introductory paragraph): e.g. By revising an ancient 
Greek story, Virgil transforms Greek admiration for _____ into Roman admiration for 
_____.
1st Section of Paper: 2-4 paragraphs defining and substantiating parallels and sim-
ilarities between Homer’s version and Virgil’s version. Begin each paragraph with 
an interpretive claim (topic sentence) derived from the text. e.g. Both accounts of the 
Trojan Horse include________; or Both versions emphasize _____. Then supply rel-
evant examples from both texts. Cite the exact passages (with line numbers) even 
when you paraphrase.
2nd Section of Paper: 2-4 paragraphs defining and substantiating contrasts between 
the two versions. Begin each paragraph with an interpretive claim (topic sentence) 
derived from the text. e.g. Homer’s version shows_____ , but Virgil ’s version shows 
______. Then supply textual examples. Cite the exact passages (with line numbers) 
even when you paraphrase.
3rd Section of Paper: 2-4 paragraphs. The nature of this section will depend on what 
you have discovered. It should develop your ideas about what the similarities and 
contrasts, taken together, reveal. Each paragraph might begin with a topic sentence 
identifying a consequence or deduction from your preceding analysis. e.g. Homer’s 
emphasis on _____ reveals ______ , but Virgil ’s emphasis on _____ exposes ______. 
Or, for e.g., By focusing on Odysseus’ reaction to hearing the tale re-told, Homer invites 
the reader to ______, but by focusing on Aeneas’ account of experiencing the event, Virgil 
encourages the reader to _______. Each paragraph must provide textual examples in 
support of its topic sentence. Cite the exact passages (with line numbers) even when 
you paraphrase.
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Conclusion (one paragraph):
Reiterate your Introduction. 
Re-cap the stages of your analysis presented in sections 1, 2, and 3. 
Re-state your Thesis.
You might conclude the essay with a more far-reaching speculative claim - e.g. Vir-
gil ’s reinterpretation of an ancient Greek tale suggests that Greek ideas concerning _____ 
and ____ attracted Roman interest, but that Roman confidence in ______ and ______ 
led Romans to prioritize ______ and ______.
Works Cited:
Author’s last name, first initial. Date. Title (italicized).  
Place of Publication: Publisher.
Author’s last name, first initial. Date. Title (italicized).  
Place of Publication: Publisher.
The schema suggested above provides only a basic formula. The structure of any se-
quence of argument must derive from the content of the discoveries that your inves-
tigation yields. You may find, for example, that each point of similarity also reveals 
a contrast, and you may need to sequence your ideas accordingly. Each paragraph 
might begin with a topic sentence as, for e.g. “Although Homer’s version and Virgil ’s 
version both emphasize _______, Homer implies _____ but Virgil implies _____.
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The word “wrote” has two meanings: the creation of those words and the physical 
activity of actually putting words down on a tablet or parchment. This paper, which 
is a preliminary study of “wrote,” deals with both of these definitions and answers 
the question in a new way.1
We know that Caesar created the Gallic Wars, both in terms of actual fight-
ing and also description. He was physically present and determined to send back 
important information to Rome, probably to bolster his own position and use the 
Comentarii as propaganda. Indeed, in the cut-throat politics of Rome, it was always 
necessary to protect one’s back.
C A E S A R ’ S  S T Y L E
Caesar was considered by his contemporaries and later historians as a master of 
style. Most of their comments concern Caesar’s speeches, of which only fragments 
survive. The following are summaries of ancient comments2:
Cicero, in the Brutus, written in 46 BCE, twice discussed Caesar’s oratorical 
style and concluded that Caesar was a great orator and didn’t use an elaborate style.
Sallust, also a contemporary, said about Caesar – and Catiline – that Caesar was 
a great orator and quite smart.
1  I have been unable to find research that deals with this topic.
2  Passages not cited in the body of the article are supplied at the end, with translations when neces-
sary.
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Quintilian, who wrote his Institutiones in the first century CE, made two com-
ments: first, that Caesar was a fiery speaker, just as he was a fiery general, and second, 
that his energy was remarkable.
Tacitus, (late 1st – early 2nd century CE) who was a sharp commentator, stated 
in his Dialogue that he did not think Caesar’s speeches were wonderful, but they 
were better than his poetry. But he did agree with others that Caesar was brilliant, 
in both the Dialogue and Annales.
Pliny the Younger, Tacitus’ contemporary, stated that Caesar belonged among 
the best orators.
Suetonius, a purveyor of gossip who never found a rumor he didn’t repeat, a 
contemporary of Tacitus and Pliny, quoting Cicero, agreed that Caesar was brilliant.
Plutarch, the Greek contemporary of the above 3 writers, who was not interest-
ed in gossip, believed that Caesar could have been a great orator had he not desired 
politics above all.
Aulus Gellius, who wrote slightly later than the above group, commented in his 
Attic Nights that Caesar was brilliant.
Finally, Apuleius, a contemporary of Gellius, in his Apology, stated that Caesar’s 
style showed warmth, not an attribute that we ordinarily attribute to Caesar.
Thus, according to the ancient authors, Caesar was a wonderful orator. Howev-
er, that is outside the scope of this paper, which concentrates on the writing of the 
Gallic Wars. Writing a speech is quite different from what Caesar set out to do in his 
Commentarii.
Eden quotes Cicero, writing in 55 BCE in the de Oratore about the origins of 
Roman historical records, and then points out:
These men were the continuators of an old tradition and Caesar was one 
of their number. This similitudo scribendi forms the basic layer of Caesar’s 
style, this was his inheritance from annalist predecessors, and this makes 
his work a recognisable member of the annales-commentarii genre, or 
rather mixed breed.3
Returning to ancient sources, Cicero continued his conversation with Brutus (sec-
tion 262) about the commentaries, acknowledging Caesar’s supremacy in style. Cae-
sar’s general, Hirtius, in his introduction to Book 8 of the Gallic Wars, bemoaned 
3  Eden (1962, pp. 74-117).
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his own lack of elegance when compared to Caesar. Later, Suetonius, quoting both 
Cicero and Hirtius, wrote how magnificent the Commentarii are, especially when 
one considers how quickly they were written. Suetonius then discussed not only his 
style but also his breadth of knowledge, including his economy using paper and his 
use of ciphers.
To summarize the writing of the Commentarii: Caesar was a master of his own 
style. Most believe that Caesar wrote the commentaries as he was undergoing the 
activities as general in Gaul.
T H E  W R I T I N G  O F  T H E  G A L L I C  WA R S
So, in answer to the first point, the creation of the words, Caesar did decide what 
he wanted to say. But in answer to the second, as to who physically put them down 
in actual writing, and how that influenced the choice of the words, we now turn to 
scribes and grammar.
A general does not sit and write down his thoughts; he is too busy taking care 
of everything. As Caesar states:
Caesari omnia uno tempore erant agenda: vexillum proponendum, quod 
erat insigne, cum ad arma concurri oporteret; signum tuba dandum; 
ab opere revocandi milites; qui paulo longius aggeris petendi causa 
processerant arcessendi; acies instruenda; milites cohortandi; signum 
dandum.     Gallic War 2.20.1
All things had to be done at one time by Caesar: the banner had to be 
displayed, which was evident, when it was fitting to engage at arms; the 
signal had to be given by the trumpet; the soldiers had to be recalled from 
their work; those who had gone a little farther for the sake of seeking 
[items for the] the ramparts had to be summoned; the battle line had to 
be drawn up; the soldiers had to be encouraged; the signal had to be given.
So who was in charge of the actual writing? Scribes were on the staff of the Quaestor.4 
Plutarch describes Caesar’s use of scribes both on his travels and in the camp:
4  Harper and Tolman (1908, p. 36).
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ἐκοιμᾶτο μέν γε τοὺς πλείστους ὕπνους ἐν ὀχήμασιν ἢ φορείοις, εἰς 
πρᾶξιν τὴν ἀνάπαυσιν κατατιθέμενος, ὠχεῖτο δὲ μεθ᾽ ἡμέραν ἐπὶ τὰ 
φρούρια καὶ τὰς πόλεις καὶ τοὺς χάρακας, ἑνὸς αὐτῷ συγκαθημένου 
παιδὸς τῶν ὑπογράφειν ἅμα διώκοντος εἰθισμένων, ἑνὸς δ᾽ ἐξόπισθεν 
ἐφεστηκότος στρατιώτου ξίφος ἔχοντος, … Life of Caesar 17.3
Most of his sleep, at least, he got in cars or litters, making his rest 
conducive to action, and in the day-time he would have himself conveyed 
to garrisons, cities, or camps; one slave who was accustomed to write 
from dictation as he travelled sitting by his side, and one soldier standing 
behind him with a sword.5
From this it is obvious that Caesar never stopped dictating. Pliny the Elder was 
amazed at the use Caesar made of his scribes:
The most remarkable instance, I think, of vigour of mind in any man ever 
born, was that of Cæsar, the Dictator. I am not at present alluding to 
his valour and courage, nor yet his exalted genius, which was capable of 
embracing everything under the face of heaven, but I am speaking of that 
innate vigour of mind, which was so peculiar to him, and that promptness 
which seemed to act like a flash of lightning. We find it stated that he 
was able to write or read, and, at the same time, to dictate and listen. He 
could dictate to his secretaries four letters at once, and those on the most 
important business; and, indeed, if he was busy about nothing else, as 
many as seven.6      Nat. Hist. 7.25
These quotes are written proof of Caesar’s use of scribes. They might have been 
slaves, or perhaps they were young men attached to his retinue for political advance-
ment. The following is visual proof of the use of scribes.
5  http://penelope.uchicago.edu/Thayer/E/Roman/Texts/Plutarch/Lives/Caesar*.html
6  http://perseus.uchicago.edu/perseus-cgi/citequery3.pl?dbname=PerseusLatinTexts&que-
ry=Plin.%20Nat.%207.25&getid=1
— 257 —
Rostovtzeff writes about a bas-relief7 of the 1st century BCE shows the missio, the 
discharge of soldiers:
A scribe is writing down the names of the discharged soldiers in a book 
and hands over to the soldiers in civilian dress their certificates (tabulae 
missionis) in the form of a diptychon (booklet of two pages). One of the 
soldiers has already received his booklet and watches the scribe making 
the corresponding entry in his book. Two others are waiting and talking to 
each other. A heap of booklets or of census registers is piled up before the 
scribe.8
In a fictional passage, John Maddox Roberts,9 sends his protagonist, Decius Caeci-
lius Metellus the Younger, bethrothed to Caesar’s niece, to get some further military 
experience under Caesar. The passages at the end of this article take place in the 
camp while Caesar is treating with the Helvetians at the beginning of Book 1 of 
the Gallic Wars. Caesar’s view of his own style is discussed in the first passage and 
Decius’ shock at reading Caesar in the second. Decius then goes on to describe his 
shock at Caesar’s style.
In any event, the use of scribes was very common and attested. In fact, Tiro, 
Cicero’s scribe, developed his own shorthand in order to take down the words of 
Cicero. Students often take notes while teachers speak; these notes are usually not 
verbatim, as Tiro was supposed to have written, but their own understanding of 
what was said in their own words. Surely students did not invent the wheel, and 
scribes on a general’s staff would probably have done the same.
I came to this conclusion when teaching Book 1 of the Gallic Wars. I noticed 
that there were great differences in the purpose expressions being used: the sub-
junctive or the gerund/gerundive. I then went through the all of Book 1, finding 
every example of ut / ne / qui etc. with the subjunctive as well as all the gerunds and 
gerundives.10 
7  Eden (1962).
8  Rostovtzeff (1927, pp. 86-87).
9  Both passages are cited at the end of this article; Roberts (2001).
10  First, I downloaded the entire Book 1 of the Gallic Wars from The Latin Library. Next, I hit Con-
trol F, which opens up the search box on the left. I then typed in “nd”, and checked each instance first, 
to make sure it was a gerund/gerundive, and second to see that it used ad, causa or gratia. While the 
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After finding all the examples that could be purpose clauses, I reviewed them care-
fully. Not satisfied with my own decisions, I brought them to our reading group.11 
There were many lively discussions about whether a particular usage was a result 
clause or a purpose clause; we finally resolved on a list. The information is charted 
below.
C O N S T U C T I O N S  U S E D  -  C H A R T S
Location in Book 1; second column lists ut unless otherwise specficied; parentheses 
note clauses with other possible constructions
search sidebar says there are 150 matches, it is very easy to find the “real” gerunds and gerundives.
 It was also easy to find the subjunctives; the difficulty with the subjunctives was deciding 
exactly what type of construction was being used.
 I began by typing into the search box space “ut” space and then copying and pasting every 
occurence. You need to put the space before and after the word, so that you don’t get words such as utor, 
where the ut is at the beginning of a word, or sicut, where the ut is at the end of the word, or virtute, 
where the ut is in the middle of the word. Since there are only 72 matches, the sidebar is able to show 
them all, and you can quickly move over those that are obviously not purpose clauses.
 To find the purpose clauses with mitto, I then typed in space mitt, and checked out all those 
usages. Since there are only 11 matches, this was easy. The space before mitt made sure that I didn’t 
get compounds of mitto, such as committo. Because there was no space after mitt, all the verb endings 
appeared. Then it was necessary to do this with mis for the past tense. There is no example of this until 
Chapter 21.
11  Thanks to the RI Reading Group, consisting of Timothy Joseph, Ben Revkin, Anne Drogula and 
Jan Frazier; and my friend Dr. Morris Faierstein, who has access to the University of Maryland library 
and found many articles for me.
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Book 1 gerund/ive
with ad / causa / gratia
ut / ne / qui / quo
1.1 1
1.3 3 1
1.4 1 ne
1.5 1 1
1.6 2
1.7 1 2 (1 qui)
1.8 1 (quo)
1.9 3 (1 ne)
1.13 3
1.17 1 ne
1.18 1
1.20 1 1
1.21 1 (qui)
1.22 1
1.24 1 (qui)
1.25 2
1.26 1 ne
1.27 1 ne
1.28 1 ne
1.30 2
1.31 1 ne
1.34 1 (qui)
1.38 2
1.39 1 1
1.40 1
1.41 1 1
1.42 1
1.44 3 (2 causa/gratia)
1.47 3 (causa/gratia)
1.48 1
1.49 1 ne; 1 (qui)
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1.50 1 (qui)
1.51 1
1.52 2
1.54 1
Total 19 39
The totals show that the subjunctive is used twice as often as the gerund or  
gerundive.
In this chart, the uses are even clearer:
Book 1 causa 
gerund
causa ge-
rundive
ad 
ger-
und
ad ge-
rundive
ut / ne / 
qui / quo
1.1 1
1.2
1.3 1 2 1
1.4 1 ne
1.5 1 1
1.6 2
1.7 1 2 (1 qui)
1.8 1 (quo)
1.9 3 (1 ne)
1.10
1.11
1.12
1.13 3
1.14
1.15
1.16
1.17 1 ne
1.18 1
1.19
1.20 1 1
1.21 1 (qui)
1.22 1
1.23
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1.24 1 (qui)
1.25 2
1.26 1 ne
1.27 1 ne
1.28 1 ne
1.29
1.30 2
1.31 1 ne
1.32
1.33
1.34 1 (qui)
1.35
1.36
1.37
1.38 2
1.39 1 1
1.40 1
1.41 1 1
1.42 1
1.43
1.44 2 1
1.45
1.46
1.47 3
1.48 1
1.49 1 ne; 1 (qui)
1.50 1 (qui)
1.51 1
1.52 2
1.53
1.54 1
Total 3 2 4 10 ut: 24; 
ne: 8; 
qui: 6; 
quo: 1
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First, in 25 chapters there are no purpose expressions. To put it another way, 46% of 
the chapters have no purpose constructions, so 54% use purpose clauses; i.e., more 
than half the chapters use the subjunctive. Even more strikingly, of those chapters, 7 
(shown with light cross-hatching) use the subjunctive more than once, thus making 
up 13% of the chapters.
Second, there are clearly large gaps between the various uses. The horizontal 
lines on the left show passages with no gerunds or gerundives: chapters 8-17, 21-37, 
and 48-53. This chart also shows the clustering of uses: 1-7, 18-20, 38-47. Although 
not every chapter in a particular cluster uses a gerund or gerundive, there is a large 
number of these appear in these groupings. The vertical lines on the right shows gaps 
in the subjunctive.
C O N S T R U C T I O N S  U S E D  –  P A S S A G E S
Subjunctive with ut / ne
The subjunctive with ut / ne is the most common, and is only omitted as a group in 
chapters 32-38 (chapter 34 has a qui usage) and 43-47.
1.3 ut in itinere copia frumenti suppeteret
1.4 per eos ne causam diceret se eripuit.
1.5 ut domum reditionis spe sublata paratiores ad omnia  
pericula subeunda essent;
1.6 mons autem altissimus impendebat, ut facile perpauci prohibere possent;
  existimabant vel vi coacturos ut per suos fines eos ire paterentur.
1.7 ut spatium intercedere posset dum milites quos imperaverat convenirent, 
legatos ad eum mittunt nobilissimos civitatis, qui dicerent sibi esse in 
animo sine ullo maleficio iter per provinciam facere, propterea quod 
aliud iter haberent nullum:
1.9 legatos ad Dumnorigem Haeduum mittunt, ut eo deprecatore a Sequanis 
impetrarent. Sequani, ne itinere Helvetios prohibeant, Helvetii, ut sine 
maleficio et iniuria transeant.
1.13 reliquas copias Helvetiorum ut consequi posset ut flumen transirent,
  ut is locus ubi constitissent ex calamitate populi Romani et 
internecione exercitus nomen caperet aut memoriam proderet.
1.17 ne frumentum conferant quod debeant:
1.20 ut quae agat, quibuscum loquatur scire possit.
1.21 qualis esset natura montis et qualis in circuitu ascensus  
qui cognoscerent misit.
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1.22 ut undique uno tempore in hostes impetus fieret,
1.24 equitatumque, qui sustineret hostium impetum, misit.
1.25 ut aequato omnium periculo spem fugae tolleret, 
  Romani conversa signa bipertito intulerunt: prima et secunda acies, ut 
victis ac submotis resisteret, tertia, ut venientes sustineret.
1.26 Caesar ad Lingonas litteras nuntiosque misit, ne eos frumento neve  
alia re iuvarent:
1.27 ne armis traditis supplicio adficerentur,
1.28 ne propter bonitatem agrorum Germani, qui trans Rhenum incolunt, ex suis 
finibus in Helvetiorum fines transirent
1.30 domos suas Helvetii reliquissent uti toti Galliae bellum inferrent  
imperioque potirentur,
1.31 ne maior multitudo Germanorum Rhenum traducatur,
1.34 Quam ob rem placuit ei ut ad Ariovistum legatos mitteret,  
qui ab eo postularent
1.39 non nulli pudore adducti, ut timoris suspicionem vitarent, remanebant
1.40 ut quam primum intellegere posset utrum apud eos pudor atque officium an 
timor plus valeret.
1.41 ut milium amplius quinquaginta circuitu locis apertis exercitum duceret
1.42 ut praesidium quam amicissimum, si quid opus facto esset, haberet.
1.48 ut, si vellet Ariovistus proelio contendere, ei potestas non deesset.
1.49 ne diutius commeatu prohiberetur eo circiter hominum XVI milia expedita 
cum omni equitatu Ariovistus misit, quae copiae nostros terrerent et 
munitione prohiberent.
1.50 Tum demum Ariovistus partem suarum copiarum, quae castra minora 
oppugnaret, misit.
1.51 quod minus multitudine militum legionariorum pro hostium numero 
valebat, ut ad speciem alariis uteretur
1.52 uti eos testes suae quisque virtutis haberet;
  ut spatium pila in hostes coiciendi non daretur.
Subjunctive with qui and quo plus comparative
The subjunctive with qui is less common, appearing 6 times, and with quo plus the 
comparative, only once.
1.7 Ubi de eius adventu Helvetii certiores facti sunt, legatos ad eum mittunt 
nobilissimos civitatis, cuius legationis Nammeius et Verucloetius 
principem locum obtinebant, qui dicerent sibi esse in animo sine ullo 
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maleficio iter per provinciam facere, propterea quod aliud iter  
haberent nullum:
1.21 qualis esset natura montis et qualis in circuitu ascensus  
qui cognoscerent misit.
1.24 equitatumque, qui sustineret hostium impetum, misit.
1.34 Quam ob rem placuit ei ut ad Ariovistum legatos mitteret, qui ab eo 
postularent uti aliquem locum medium utrisque conloquio deligeret:
1.49 Eo circiter hominum XVI milia expedita cum omni equitatu Ariovistus 
misit, quae copiae nostros terrerent et munitione prohiberent.
1.50 Tum demum Ariovistus partem suarum copiarum, quae castra minora 
oppugnaret, misit.
quo plus subjunctive
Purpose Clause with quo plus subjunctive is used only once.
1.8 quo facilius, si se invito transire conentur, prohibere possit
Ad with gerund or gerundive
Ad with the gerund or gerundive is the most common form of that construction, 
appearing 14 times.
1.1 ea quae ad effeminandos animos pertinent important,
1.3 constituerunt ea quae ad proficiscendum pertinerent comparare
 Ad eas res conficiendas biennium sibi satis esse duxerunt
 Ad eas res conficiendas Orgetorix deligitur.
1.5 paratiores ad omnia pericula subeunda essent
1.7 respondit diem se ad deliberandum sumpturum:
1.18 facultates ad largiendum magnas comparasse;
1.20 quibus opibus ac nervis non solum ad minuendam gratiam,
1.38 copiis ad occupandum Vesontionem, magnam ad ducendum bellum  
daret facultatem, 
1.39 quam sibi ad proficiscendum necessariam esse diceret
1.41 seque esse ad bellum gerendum paratissimam confirmavit.
1.43 cum neque aditum neque causam postulandi iustam haberet,
1.44 ad se oppugnandum venisse
1.54 ipse in citeriorem Galliam ad conventus agendos profectus est.
Causa / gratia with gerund or gerundive
Causa / gratia with gerund or gerundive is rare, appearing 5 times in a clump at 
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chapters 44-47 (shown on the chart with grey filling).
1.44 non Galliae oppugnandae causa facere; sui opprimendi causa habere
1.47 Conloquendi Caesari causa visa non est, et quod in eo peccandi Germanis 
causa non esset, an speculandi causa?
Subjunctive and the Gerund or Gerundive
Out of 30 chapters that use purpose expressions, there are only 6 chapters where 
both the subjunctive and the gerund or gerundive are both used. That is only 20% of 
the total number of chapters, showing that one construction or the other is usually 
chosen.
1.3 His rebus adducti et auctoritate Orgetorigis permoti constituerunt ea quae 
ad proficiscendum pertinerent comparare, iumentorum et carrorum 
quam maximum numerum coemere, sementes quam maximas facere, 
ut in itinere copia frumenti suppeteret, cum proximis civitatibus pacem 
et amicitiam confirmare. Ad eas res conficiendas biennium sibi satis 
esse duxerunt; in tertium annum profectionem lege confirmant. Ad eas 
res conficiendas Orgetorix deligitur.
1.5 ut domum reditionis spe sublata paratiores ad omnia pericula  
subeunda essent;
1.7 Tamen, ut spatium intercedere posset dum milites quos imperaverat 
convenirent, legatis respondit diem se ad deliberandum sumpturum
1.20 quibus opibus ac nervis non solum ad minuendam gratiam, sed paene ad 
perniciem suam uteretur. ut quae agat, quibuscum loquatur scire possit.
1.39 quam sibi ad proficiscendum necessariam esse diceret, petebat ut eius 
voluntate discedere liceret; non nulli pudore adducti, ut timoris 
suspicionem vitarent, remanebant.
1.41 seque esse ad bellum gerendum paratissimam confirmavit ut milium 
amplius quinquaginta circuitu locis apertis exercitum duceret
Three of these that use both constructions are in the first 7 chapters and 2 are in 
chapters 39 and 41. Of these 6 chapters, 3 (or half ) of them use the two constructions 
in the same sentence – chapters 3, 7 and 39. Chapters 3 and 7 also have a cluster of 
gerunds and gerundives. In addition, in Chapter 3, these forms appear in the first 3 
sentences. This is also true in Chapter 7, which is much shorter, so the constructions 
would appear near each other. In fact, it is important to emphasize that the chapters 
are of varied length, so multiple uses of a construction in a longer chapter can be 
balanced against fewer uses in a shorter chapter.
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ut with forms of possum and quo with comparative
As can be expected, ut is used with possum, since there is no easy way to use the ger-
und or gerundive with that verb. This is also the only time quo with the comparative 
is used.
1.6 mons autem altissimus impendebat, ut facile perpauci prohibere possent;
1.7 ut spatium intercedere posset dum milites quos imperaverat convenirent,
1.8 quo facilius, si se invito transire conentur, prohibere possit
1.13 reliquas copias Helvetiorum ut consequi posset
1.20 ut quae agat, quibuscum loquatur scire possit.
1.40 ut quam primum intellegere posset utrum apud eos pudor atque officium an 
timor plus valeret
Gerund and gerundive, used twice each
With the gerund and gerundive, proficisor and conficio are the only 2 verbs used twice. 
Interestingly, conficio is used twice in the same chapter.
proficisor
1.3 constituerunt ea quae ad proficiscendum pertinerent comparare
1.39 quam sibi ad proficiscendum necessariam esse diceret
conficio
1.3 Ad eas res conficiendas biennium sibi satis esse duxerunt
 Ad eas res conficiendas Orgetorix deligitur.
Subjunctive with mitto
The use of subjunctive with mitto appears 6 times.
1.7 Ubi de eius adventu Helvetii certiores facti sunt, legatos ad eum mittunt 
nobilissimos civitatis, cuius legationis Nammeius et Verucloetius 
principem locum obtinebant, qui dicerent sibi esse in animo sine ullo  
maleficio iter per provinciam facere, propterea quod aliud iter  
haberent nullum:
1.21 qualis esset natura montis et qualis in circuitu ascensus qui cognoscerent 
misit.
1.24 equitatumque, qui sustineret hostium impetum, misit.
1.34 Quam ob rem placuit ei ut ad Ariovistum legatos mitteret,qui ab eo 
postularent uti aliquem locum medium utrisque conloquio deligeret:
1.49 Eo circiter hominum XVI milia expedita cum omni equitatu Ariovistus 
misit, quae copiae nostros terrerent et munitione prohiberent.
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1.50 Tum demum Ariovistus partem suarum copiarum, quae castra minora 
oppugnaret, misit
Negative Clauses with subjunctive
Additionally, since gerunds and gerundives are rarely used in the negative, those 8 
negative clauses almost have to be in the subjunctive.
1.4 per eos ne causam diceret se eripuit.
1.9 Sequani, ne itinere Helvetios prohibeant, Helvetii 
1.17 ne frumentum conferant quod debeant: 
1.26 Caesar ad Lingonas litteras nuntiosque misit, ne eos frumento neve  
alia re iuvarent:
1.27 ne armis traditis supplicio adficerentur,
1.28 ne propter bonitatem agrorum Germani, qui trans Rhenum incolunt, ex suis 
finibus in Helvetiorum fines transirent
1.31 ne maior multitudo Germanorum Rhenum traducatur,
1.49 ne diutius commeatu prohiberetur
C O N C L U S I O N
What conclusions can be made from this? I believe that the different scribes used 
the grammatical constructions they preferred. In addition, looking at the clumps of 
constructions, it would seem that either a huge amount of information was written 
down at one time as Caesar dictated, or that the scribe made his notes and later went 
over them and wrote the text.
Thus, to answer the question: who wrote the Gallic Wars? I suggest that it was a 
collaboration between the scribes and Caesar, and not Caesar alone. We know that 
the style of the Gallic Wars changed over the course of the books. For example, there 
are no direct speeches until Book 4, one obvious example that Caesar’s style was not 
always the same. Scribes were very important, and perhaps their own views on how 
to write showed through. If Caesar read over what the scribes had written, it would 
seem that he was fine with any grammar, as long as it was clear and got the message 
across – which it certainly did. Let’s give credit both to Caesar, who is used to it, 
and to the scribes, those unsung and unknown heroes who did the work of writing.
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P A S S A G E S
Caesar
Gallic War 8
Constat enim inter omnes nihil tam operose ab aliis esse perfectum, 
quod non horum elegantia commentariorum superetur: qui sunt editi, ne 
scientia tantarum rerum scriptoribus deesset, adeoque probantur omnium 
iudicio ut praerepta, non praebita, facultas scriptoribus videatur. Cuius 
tamen rei maior nostra quam reliquorum est admiratio: ceteri enim, quam 
bene atque emendate, nos etiam, quam facile atque celeriter eos perfecerit 
scimus. Erat autem in Caesare cum facultas atque elegantia summa 
scribendi, tum verissima scientia suorum consiliorum explicandorum.
For it is agreed on all hands, that no composition was ever executed with 
so great care, that it is not exceeded in elegance by these Commentaries, 
which were published for the use of historians, that they might not want 
memoirs of such achievements; and they stand so high in the esteem of all 
men, that historians seem rather deprived of, than furnished with material. 
At which we have more reason to be surprised than other men; for they 
can only appreciate the elegance and correctness with which he finished 
them, while we know with what ease and expedition. Caesar possessed 
not only an uncommon flow of language and elegance of style, but also a 
thorough knowledge of the method of conveying his ideas.12
Cicero
Brutus 252
Sed tamen, Brute, inquit Atticus, de Caesare et ipse ita iudico et de hoc 
huius generis acerrumo existimatore saepissume audio, illum omnium 
12  http://classics.mit.edu/Caesar/gallic.8.8.html
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fere oratorum Latine loqui elegantissume; nec id solum domestica 
consuetudine ut dudum de Laeliorum et Muciorum familiis audiebamus, 
sed quamquam id quoque credo fuisse, tamen, ut esset perfecta illa 
bene loquendi laus, multis litteris et iis quidem reconditis et exquisitis 
summoque studio et diligentia est consecutus. ut dudum de Laeliorum et 
Muciorum familiis audiebamus, sed quamquam id quoque credo fuisse, 
tamen, ut esset perfecta illa bene loquendi laus, multis litteris et iis quidem 
reconditis et exquisitis summoque studio et diligentia est consecutus.
But, however,” said he, (addressing himself to Brutus) “I really think of 
Caesar, and every body else says the same of this perceptive judge [of the 
art of speaking], that he has the purest and the most elegant command 
of the Roman language of all the orators that have yet appeared: and that 
not merely by domestic habit, as we have lately heard it observed of the 
families of the Laelii and the Mucii, (though even here, I believe, this 
might partly have been the case) but he chiefly acquired and brought it to 
its present perfection, by a studious application to the most intricate and 
refined branches of literature, and by a careful and constant attention to 
the purity of his style.13
Brutus 261
Caesar autem rationem adhibens consuetudinem vitiosam et corruptam 
pura et incorrupta consuetudine emendat. itaque cum ad hanc elegantiam 
verborum Latinorum—quae, etiam si orator non sis et sis ingenuus civis 
Romanus, tamen necessaria est—adiungit illa oratoria ornamenta dicendi, 
tum videtur tamquam tabulas bene pictas conlocare in bono lumine. hanc 
cum habeat praecipuam laudem in communibus, non video cui debeat 
cedere. splendidam quandam minimeque veteratoriam rationem dicendi 
tenet, voce motu forma etiam magnificam et generosam quodam modo.
But Caesar, who was guided by the principles of art, has corrected 
the imperfections of a vicious custom, by adopting the rules and 
13  http://www.attalus.org/old/brutus3.html
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improvements of a good one, as he found them occasionally displayed in 
the course of polite conversation. Accordingly, to the purest elegance of 
expression, (which is equally necessary to every well-bred citizen, as to 
an orator) he has added all the various ornaments of eloquence; so that 
he seems to exhibit the finest painting in the most advantageous point of 
view. As he has such extraordinary merit even in the common run of his 
language, I must confess that there is no person I know of, to whom he 
should yield the preference. Besides, his manner of speaking, both as to 
his voice and gesture, is splendid and noble, without the least appearance 
of artifice or affectation: and there is a dignity in his very presence, which 
bespeaks a great and elevated mind.”14
Brutus 262
Tum Brutus: orationes quidem eius mihi vehementer probantur. compluris 
autem legi; atque etiam commentarios quosdam scripsit rerum suarum.
Valde quidem, inquam, probandos; nudi enim sunt, recti et venusti, omni 
ornatu orationis tamquam veste detracta. sed dum voluit alios habere 
parata, unde sumerent qui vellent scribere historiam, ineptis gratum 
fortasse fecit, qui volent illa calamistris inurere: sanos quidem homines 
a scribendo deterruit; nihil est enim in historia pura et inlustri brevitate 
dulcius. sed ad eos, si placet, qui vita excesserunt, revertamur.
 “Indeed,” said Brutus, “his orations please me highly; for I have had 
the satisfaction to read several of them. He has likewise written some 
commentaries, or short memoirs, of his own transactions;”
“... and such,” said I, “as merit the highest approbation: for they are plain, 
correct, and graceful, and divested of all the ornaments of language, so as 
to appear (if I may be allowed the expression) in a kind of undress. But 
while he pretended only to furnish the loose materials, for such as might 
14  http://www.attalus.org/old/brutus4.html
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be inclined to compose a regular history, he may, perhaps, have gratified 
the vanity of a few literary embroiderers; but he has certainly prevented 
all sensible men from attempting any improvement on his plan. For in 
history, nothing is more pleasing than a correct and elegant brevity of 
expression.15
About Oratory 22.52-3
erat enim historia nihil aliud nisi annalium confectio . . . Hanc 
similitudinem scribendi multi secuti sunt, qui sine ullis ornamentis 
monumenta solum temporum, hominum, locorum gestarumque rerum 
reliquerunt.
For history was nothing else but a compilation of annals … [Caesar’s] 
mode of writing many have adopted, and, without any ornaments of style, 
have left behind them simple chronicles of times, persons, places, and 
events.16
Sallust
Cataline 54.1
igitur iis genus aetas eloquentia prope aequalia fuere, magnitudo animi par, 
item gloria, sed alia alii.
Their birth, age, and eloquence, were nearly on an equality; their greatness 
of mind similar, as was also their reputation, though attained by different 
means.17
15  Ibid.
16  http://pages.pomona.edu/~cmc24747/sources/cic_web/de_or_2.htm
17  http://www.perseus.tufts.edu/hopper/text?doc=Perseus%3Atext%3A1999.02.0124%3Achap-
ter%3D54
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Quintillian
Institutions 10.1.114
C. vero Caesar si foro tantum vacasset, non alius ex nostris contra 
Ciceronem nominaretur: tanta in eo vis est, id acumen, ea concitatio, ut 
illum eodem animo dixisse quo bellavit appareat; exornat tamen haec 
omnia mira sermonis, cuius proprie studiosus fuit, elegantia.
As for Julius Caesar, if he had devoted himself wholly to the forum, no 
other of our countrymen would have been named as a rival to Cicero. 
There is in him such force, such perspicuity, such fire, that he evidently 
spoke with the same spirit with which he fought. All these qualities, 
too, he sets off with a remarkable elegance of diction, of which he was 
peculiarly studious.18
Institutions 10.2.25
Quid ergo? non est satis omnia sic dicere quo modo M. Tullius dixit? 
Mihi quidem satis esset si omnia consequi possem. Quid tamen noceret 
vim Caesaris, asperitatem Caeli, diligentiam Pollionis, iudicium Calui 
quibusdam in locis adsumere?
“What then?” the reader may ask, “Is it not sufficient to speak on every 
subject as Cicero spoke?” To me, assuredly, it would be sufficient, if I could 
attain all his excellences. Yet what disadvantage would it be to assume, on 
some occasions, the energy of Caesar, the asperity of Caelius, the accuracy 
of Pollio, or the judgment of Calvus?19 
18  http://rhetoric.eserver.org/quintilian/10/chapter1.html#105
19  Ibid.
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Tacitus
Dialogue 21.5
concedamus sane C. Caesari, ut propter magnitudinem cogitationum 
et occupationes rerum minus in eloquentia effecerit, quam divinum 
eius ingenium postulabat, tam hercule quam Brutum philosophiae 
suae relinquamus; nam in orationibus minorem esse fama sua etiam 
admiratores eius fatentur: nisi forte quisquam aut Caesaris pro Decio 
Samnite aut Bruti pro Deiotaro rege ceterosque eiusdem lentitudinis ac 
teporis libros legit, nisi qui et carmina eorundem miratur. fecerunt enim 
et carmina et in bibliothecas rettulerunt, non melius quam Cicero, sed 
felicius, quia illos fecisse pauciores sciunt.
We may, indeed, make allowance for Caius Julius Cæsar, on account of his 
vast schemes and many occupations, for having achieved less in eloquence 
than his divine genius demanded from him, and leave him indeed, just 
as we leave Brutus to his philosophy. Undoubtedly in his speeches he fell 
short of his reputation, even by the admission of his admirers. I hardly 
suppose that any one reads Cæsar’s speech for Decius the Samnite, or that 
of Brutus for King Deiotarus, or other works equally dull and cold, unless 
it is some one who also admires their poems. For they did write poems, 
and sent them to libraries, with no better success than Cicero, but with 
better luck, because fewer people know that they wrote them.20
Diologue 25.3
sed quo modo inter Atticos oratores primae Demostheni tribuuntur, 
proximum [autem] locum Aeschines et Hyperides et Lysias et Lycurgus 
obtinent, omnium autem concessu haec oratorum aetas maxime probatur, 
sic apud nos Cicero quidem ceteros eorundem temporum disertos 
antecessit, Calvus autem et Asinius et Caesar et Caelius et Brutus iure 
20  http://www.perseus.tufts.edu/hopper/text?doc=Perseus%3Atext%3A1999.02.0082%3Achap-
ter%3D21
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et prioribus et sequentibus anteponuntur. nec refert quod inter se specie 
differunt, cum genere consentiant. adstrictior Calvus, numerosior Asinius, 
splendidior Caesar, amarior Caelius, gravior Brutus, vehementior et 
plenior et valentior Cicero: omnes tamen eandem sanitatem eloquentiae 
<prae se> ferunt, ut si omnium pariter libros in manum sumpseris, 
scias, quamvis in diversis ingeniis, esse quandam iudicii ac voluntatis 
similitudinem et cognationem.
I maintain, however, that just as among Attic orators we give the first 
place to Demosthenes and assign the next to Aeschines, Hyperides, 
Lysias and Lycurgus, while all agree in regarding this as pre-eminently 
the age of speakers, so among ourselves Cicero indeed was superior to 
all the eloquent men of his day, though Calvus, Asinius, Cæsar, Caelius, 
and Brutus may claim the right of being preferred to those who preceded 
and who followed them. It matters nothing that they differ in special 
points, seeing that they are generically alike. Calvus is the more terse, 
Asinius has the finer rhythm, Caesar greater brilliancy, Caelius is the 
more caustic, Brutus the more earnest, Cicero the more impassioned, the 
richer and more forcible. Still about them all there is the same healthy 
tone of eloquence. Take into your hand the works of all alike and you see 
that amid wide differences of genius, there is a resemblance and affinity of 
intellect and moral purpose.21 
Annals 13.3
nam dictator Caesar summis oratoribus aemulus;
For the dictator Caesar was a rival to the greatest orators;22
21  http://www.perseus.tufts.edu/hopper/text?doc=Perseus%3Atext%3A1999.02.0082%3Achap-
ter%3D21
22  trans. R. Breindel.
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Pliny the Younger
Epistles 1.20.4
Hic ille mecum auctoritatibus agit ac mihi ex Graecis orationes Lysiae 
ostentat, ex nostris Gracchorum Catonisque, quorum sane plurimae sunt 
circumcisae et breves: ego Lysiae Demosthenen Aeschinen Hyperiden 
multosque praeterea, Gracchis et Catoni Pollionem Caesarem Caelium, in 
primis M. Tullium oppono, cuius oratio optima fertur esse quae maxima.
At this point he produces his authorities, and quotes me the Greek Lysias 
and our own Romans, the brothers Gracchus and Cato. It is true that 
most of their speeches are short and concise, but I counter Lysias with 
Demosthenes, Aeschines, Hyperides, and many others, and the Gracchi 
and Cato with Pollio, Caesar, Caelius, and above all Cicero, whose longest 
speech is generally considered his best.23
Suetonius
Life of Julius 55
Eloquentia militarique re aut aequavit praestantissimorum gloriam aut 
excessit. post accusationem Dolabellae haud dubie principibus patronis 
adnumeratus est. certe Cicero ad Brutum oratores enumerans negat se 
videre, cui debeat Caesar cedere, aitque eum elegantem, splendidam 
quoque atque etiam magnificam et generosam quodam modo rationem 
dicendi tenere; et ad Cornelium Nepotem de eodem ita scripsit: ‘quid? 
oratorem quem huic antepones eorum, qui nihil aliud egerunt? quis 
sententiis aut acutior aut crebrior? quis verbis aut ornatior aut elegantior?’ 
genus eloquentiae dum taxat adulescens adhuc Strabonis Caesaris secutus 
videtur, cuius etiam ex oratione, quae inscribitur ‘pro Sardis,’ ad verbum 
nonnulla transtulit in divinationem suam. pronuntiasse autem dicitur voce 
acuta, ardenti motu gestuque, non sine venustate.
23  https://www.loebclassics.com/view/pliny_younger-letters/1969/pb_LCL055.59.xml?re-
sult=1&rskey=UXRf7Z
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In eloquence and in the art of war he either equalled or surpassed the 
fame of their most eminent representatives. After his accusation of 
Dolabella, he was without question numbered with the leading advocates. 
At all events when Cicero reviews the orators in his Brutus, he says that 
he does not see to whom Caesar ought to yield the palm, declaring that 
his style is elegant as well as transparent, even grand and in a sense noble. 
Again in a letter to Cornelius Nepos he writes thus of Caesar: “Come 
now, what orator would you rank above him of those who have devoted 
themselves to nothing else? Who has cleverer or more frequent epigrams? 
Who is either more picturesque or more choice in diction?” He appears, 
at least in his youth, to have imitated the manner of Caesar Strabo, from 
whose speech entitled “For the Sardinians” he actually transferred some 
passages word for word to a trial address of his own. He is said to have 
delivered himself in a high-pitched voice with impassioned action and 
gestures, which were not without grace.24
Life of Julius 56
Pollio Asinius parum diligenter parumque integra ueritate compositos 
putat, cum Caesar pleraque et quae per alios erant gesta temere crediderit 
et quae per se, vel consulto vel etiam memoria lapsus perperam ediderit; 
existimatque rescripturum et correcturum fuisse. Reliquit et ‘de analogia’ 
duos libros et ‘Anticatones’ totidem ac praeterea poema quod inscribitur 
Iter. Quorum librorum primos in transitu Alpium, cum ex citeriore 
Gallia conventibus peractis ad exercitum rediret, sequentes sub tempus 
Mundensis proelii fecit; novissimum, dum ab urbe in Hispaniam 
ulteriorem quarto et vicensimo die pervenit. Epistulae quoque eius ad 
senatum extant, quas primum videtur ad paginas et formam memorialis 
libelli convertisse, cum antea consules et duces non nisi transversa charta 
scriptas mitterent. Extant et ad Ciceronem, item ad familiares domesticis 
de rebus, in quibus, si qua occultius perferenda erant, per notas scripsit, id 
est sic structo litterarum ordine, ut nullum verbum effici posset: quae si qui 
investigare et persequi velit, quartam elementorum litteram, id est D pro 
24  https://www.gutenberg.org/files/6400/6400-h/6400-h.htm
— 277 —
A et perinde reliquas commutet. Feruntur [a puero et] ab adulescentulo 
quaedam scripta, ut ‘Laudes Herculis,’ tragoedia ‘Oedipus,’ item ‘Dicta 
collectanea’: quos omnis libellos vetuit Augustus publicari in epistula, 
quam brevem admodum ac simplicem ad Pompeium Macrum, cui 
ordinandas bibliothecas delegaverat, misit.
Pollio Asinius thinks that they were not drawn up with much care, or with 
a due regard to truth; for he insinuates that Caesar was too hasty of belief 
in regard to what was performed by others under his orders; and that, 
he has not given a very faithful account of his own acts, either by design, 
or through defect of memory; expressing at the same time an opinion 
that Caesar intended a new and more correct edition. He has left behind 
him likewise two books on Analogy, with the same number under the 
title of Anti-Cato, and a poem entitled The Itinerary. Of these books, he 
composed the first two in his passage over the Alps, as he was returning to 
the army after making his circuit in Hither-Gaul; the second work about 
the time of the battle of Munda; and the last during the four-and-twenty 
days he employed in his journey from Rome to Farther-Spain. There 
are extant some letters of his to the senate, written in a manner never 
practised by any before him; for they are distinguished into pages in the 
form of a memorandum book whereas the consuls and commanders till 
then, used constantly in their letters to continue the line quite across the 
sheet, without any folding or distinction of pages. There are extant likewise 
some letters from him to Cicero, and others to his friends, concerning 
his domestic affairs; in which, if there was occasion for secrecy, he wrote 
in cyphers; that is, he used the alphabet in such a manner, that not a 
single word could be made out. The way to decipher those epistles was 
to substitute the fourth for the first letter, as d for a, and so for the other 
letters respectively. Some things likewise pass under his name, said to have 
been written by him when a boy, or a very young man; as the Encomium 
of Hercules, a tragedy entitled Oedipus, and a collection of Apophthegms; 
all which Augustus forbad to be published, in a short and plain letter to 
Pompeius Macer, who was employed by him in the arrangement of his 
libraries.25 
25  Thomson, trans.
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Plutarch
Life of Caesar 3.1-2
ἐκ δὲ τούτου τῆς Σύλλα δυνάμεως ἤδη μαραινομένης καὶ τῶν οἴκοι 
καλούντων αὐτόν ἔπλευσεν εἰς Ῥόδον ἐπὶ σχολὴν πρὸς Ἀπολλώνιον 
τὸν τοῦ Μόλωνος, οὗ καὶ Κικέρων ἠκρόατο, σοφιστεύοντος 
ἐπιφανῶς καὶ τὸν τρόπον ἐπιεικοῦς εἶναι δοκοῦντος, λέγεται δὲ καὶ 
φῦναι πρὸς λόγους πολιτικοὺς ὁ Καῖσαρ ἄριστα, καὶ διαπονῆσαι 
φιλοτιμότατα τὴν φύσιν, ὡς τὰ δευτερεῖα μὲν ἀδηρίτως ἔχειν, τὸ 
δὲ πρωτεῖον, ὅπως τῇ δυνάμει καὶ τοῖς ὅπλοις πρῶτος εἴη μᾶλλον 
ἀσχοληθείς, ἀφεῖναι, πρὸς ὅπερ ἡ φύσις ὑφηγεῖτο τῆς ἐν τῷ λέγειν 
δεινότητος, ὑπὸ στρατειῶν καὶ πολιτείας, ᾗ κατεκτήσατο τὴν 
ἡγεμονίαν, οὐκ ἐξικόμενος. αὐτὸς δ᾽ οὖν ὕστερον ἐν τῇ πρὸς Κικέρωνα 
περὶ Κάτωνος ἀντιγραφῇ παραιτεῖται μὴ στρατιωτικοῦ λόγον 
ἀνδρὸς ἀντεξετάζειν πρὸς δεινότητα ῥήτορος εὐφυοῦς καὶ σχολὴν ἐπὶ 
τοῦτο πολλὴν ἄγοντος.
After this, Sulla’s power being now on the wane, and Caesar’s friends 
at home inviting him to return, Caesar sailed to Rhodes to study 
under Apollonius the son of Molon, an illustrious rhetorician with the 
reputation of a worthy character, of whom Cicero also was a pupil. It is 
said, too, that Caesar had the greatest natural talent for political oratory, 
and cultivated his talent most ambitiously, so that he had an undisputed 
second rank; the first rank, however, he renounced, because he devoted his 
efforts to being first as a statesman and commander rather, and did not 
achieve that effectiveness in oratory to which his natural talent directed 
him, in consequence of his campaigns and of his political activities, by 
means of which he acquired the supremacy. And so it was that, at a later 
time, in his reply to Cicero’s “Cato,” he himself deprecated comparison 
between the diction of a soldier and the eloquence of an orator who was 
gifted by nature and had plenty of leisure to pursue his studies.26
26  Perrin, trans. (1919).
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Aulus Gellius
Attic Nights 19.8.3
Gaius enim Caesar, ille perpetuus dictator, Cn. Pompei socer, a quo familia 
et appellatio Caesarum deinceps propagata est, vir ingenii praecellentis, 
sermonis praeter alios suae aetatis castissimi, in libris, quos ad M. 
Ciceronem de analogia conscripsit...
For Gaius Caesar, the famous life-dictator and father-in-law of Gnaeus 
Pompeius, from whom the family and the name of the Caesars are derived, 
a man of wonderful talent, surpassing all others of his time in the purity 
of his diction, in the work On Analogy, which he dedicated to Marcus 
Cicero, wrote… 27
Apulieus
Apology 95.5
quamcumque ora<tio>nem struxerit Avitus, ita illa erit undique sui 
perfecte absoluta, ut in illa neque Cato gravitatem requirat neque Laelius 
lenitatem nec Gracchus impetum nec Caesar calorem nec <H>ortensius 
distributionem nec Calvus argutias nec parsimoniam Salustius nec 
opulentiam Cicero:
Whatever speech Avitus composes will be found so absolutely perfect and 
complete in all respects that it would satisfy Cato by its dignity, Laelius 
with its smoothness, Gracchus with its energy, Caesar with its warmth, 
Hortensius with its arrangement, Calvus with its point, Sallust with its 
economy and Cicero with its wealth of rhetoric.28
27  http://perseus.uchicago.edu/perseus-cgi/citequery3.pl?dbname=LatinAugust2012&que-
ry=Gell.%2019.8.3&getid=1
28  http://classics.mit.edu/Apuleius/apol.4.4.html
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Roberts, John Maddox
Caesar’s view of his own style:
“While I am away, I want you to organize my dispatches to the Senate. 
I intend to provide a detailed history of the campaign for the Conscript 
Fathers, as Cicero likes to call them, and you are the only man here with 
the education to be of assistance. Also, I know that you detest the Asiatic 
style of rhetoric as much as I do, so you won’t be tempted to throw in a lot 
of nymphs and obscure Paphlagonian deities and salacious affairs of Zeus.”
So I was to be a glorified secretary. No argument there. At least I would be 
under a roof when it rained.29
Decius’ shock at Caesar’s style:
I despaired of the task Caesar had set me. Not only were these mere, 
skeletal notes, but there was a difficulty I had not foreseen: Caesar’s 
handwriting was astoundingly bad, so that I had to strain my eyes just to 
make out the letters. To make things worse, his spelling was more than 
merely atrocious. Among his many eccentricities, he spelled some of the 
shorter words backwards and transposed letters on many of the longer 
words.
I thought of the times I had seen Caesar at his ease, usually with a slave 
reading to him from the histories or the classic poems. Of course, most of 
us employ a reader from time to time, to spare our eyes, but I now realized 
that I had rarely seen Caesar with his nose buried in a scroll. It was an 
incredible revelation: Caius Julius Caesar, Proconsul and darling of the 
Popular Assemblies, would-be Alexander, was nearly illiterate!
29  Maddox (2001, p. 50).
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I decided that I would first have to copy Caesar’s notes verbatim. His 
literary oddities were so distracting that making any sort of sense of them 
was a daunting task in itself. I spent most of the morning copying the first 
scroll into my much more polished hand. When I had it rendered into 
acceptable form, I went over it again. Then a second time, then a third.
After the third reading I put the scroll down, aware that I confronted 
something new in the world of letters. Having copied the notes into 
readable form, I realized that I could do nothing to improve them. I was, 
as Caesar had said, no admirer of the ornate, elaborate, Asiatic style, but 
Caesar’s prose made mine as mannered as a speech by Quintus Hortensius 
Hortalus. He never used a single unnecessary word and nowhere could 
I find a word that could be excised without harming the sense of the 
whole.30
30  Maddox (2001, pp. 57-58).
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B O O K  R E V I E W S
Caroline Alexander, 
The Iliad: A New Translation by Caroline Alexander. 
New York: Ecco, an Imprint of Harper Collins Publishers, 2015.  
Pp. xli + 558. Cloth (ISBN 978-0-06-204627-7) $39.99.
According to Samuel Johnson, when Alexander Pope first set about translating 
Homer’s Iliad, “he was for a time timorous and uneasy; had his nights disturbed 
by dreams of long journeys through unknown ways, and wished, as he said, ‘that 
somebody would hang him.’” Such apprehensive feelings are unsurprising, given 
Homer’s towering genius and the monumental literary and cultural significance of 
the poem itself. Whatever anxiety translators of the Iliad must feel today is likely to 
be compounded by the simple fact that the field is now more crowded than ever. A 
plethora of recent translations confronts the reader seeking an English Iliad; over a 
dozen have been published since Richmond Lattimore’s well known edition of 1951.
Those who take on the task of translating Homer tend to be guided by one of 
two basic approaches. Some seek to capture in self-consciously poetic language the 
strange and mesmerizing power of Homer’s Greek. In their view, the Iliad’s violence, 
grim brutality, and existential drama are best brought to life in English by a radical 
departure from Homer’s traditional epic phraseology. Others eschew this approach 
and seek instead to reproduce Homer in translations that stick very close to his ac-
tual words. Robert Fagles, for example, takes rather generous liberties with Homer’s 
language to achieve an English version that is vibrant, expressive, and marked by a 
dynamic rhythm; likewise Stanley Lombardo and Stephen Mitchell drop traditional 
epithets and occasionally even patronymics to rework Homer’s uniquely epic style 
into vehicles that are contemporary and colloquial in tone, yet highly readable; still 
others, including most recently Barry Powell and Peter Green, follow in Lattimore’s 
path while striving to render Homer’s actual words with an even greater degree of 
literal fidelity. 
Caroline Alexander’s Iliad falls squarely in the latter category. Her translation 
follows the Greek text of M. L. West in a line-by-line verse translation. In a brief 
introduction geared toward the general reader, she summarizes the poem’s plot be-
fore covering standard topics such as Troy’s place in Late Bronze Age Greece, the 
archaeology of the city, possible theories for the collapse of Mycenaean civilization, 
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and the poem’s linguistic origin in Aeolic Greek. Related subjects are not over-
looked: the amalgamated language of the poem, the oral tradition, the rediscovery 
of writing in the 8th century BC, the Homeric Question.
Also included in this edition: a single two page map of the Iliad’s geography; 
four single page genealogical tables of the Titan and Olympian gods and the houses 
of Atreus, Aeacus and Priam; nine pages of clear and concise notes on the text; and 
a four page section of selected further reading. Unfortunately, there is no glossary of 
characters, a worthwhile feature that is found in the editions of Lattimore, Fagles, 
Lombardo, Mitchell, Powell and Green.
Alexander’s Iliad is marked most conspicuously by a nearly word-for-word ad-
herence to the Greek. In a prefatory note she states that she has “tried to carve the 
English as close to the bone of the Greek as possible.” Indeed, a cursory glance re-
veals that she has often cut beyond the actual bone and into the marrow. While she 
follows the Greek with the scrupulous reliability of a crib, her translation—usefully 
following the exact line numbering of the original text—consistently maintains a 
straightforward simplicity that flows with an unaffected grace. There is no superflu-
ous enhancement, elaboration, or embellishment anywhere in sight. For classics in-
structors who wish to assign to students a text that captures unerringly what Homer 
says, this translation will be an ideal choice.
A comparison of Alexander’s text with other translations is instructive. At 1.4, 
Lattimore has “but gave their bodies to be the delicate feasting / of dogs;” Mitchell 
has “leaving their naked flesh to be eaten by dogs;” Lombardo has “And left their 
bodies to rot as feasts / For dogs.” In Alexander this is simply “and rendered their 
bodies prey for the dogs” – clearly the most precise rendering of the Greek, since in 
Homer there is no “delicate feasting,” no “naked flesh,” and no “bodies to rot.”
At 1.8, Lattimore translates the so-called epic question thus: “What god was it 
then set them together in bitter collision?” With his typical panache, Lombardo has 
“Which of the immortals set these two / At each other’s throats?” Powell comes a 
little closer to the Greek with “Which god was it who set them to quarrel?” Likewise 
Green, who has “Which of the gods was it brought them into contention?” Yet all ul-
timately miss the mark for strict accuracy, as Alexander renders “Which of the gods, 
then, set these two together in conflict, to fight?” This is exactly what the Greek says. 
She has taken pains to bring out the force of ἄρ, which only Lattimore includes; she 
renders the dual pronoun σφωε as “these two,” which only appears in Lombardo; 
most notably, she alone brings out the full force of ἔριδι ξυνέηκε μάχεσθαι, where 
all four rival translators have opted to elide or compress the meanings of the indi-
vidual Greek words. In the Greek there is no “bitter collision” (Lattimore) and no 
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men who are “at each other’s throats” (Lombardo). There is as well something more 
than a simple “quarrel” (Powell) or “contention” (Green). (This brief analysis is of 
course undertaken simply to highlight Alexander’s modus operandi and not to cast a 
disapproving light on what are otherwise excellent translations.)
Take up this new Iliad at any page, compare a line with the Greek of Homer 
and it will be seen that Alexander consistently follows the original text with a nearly 
photographic fidelity. Throughout her translation she also favors an English syntax 
that is more natural than the awkward inversions occasionally found in Lattimore. 
For example, at 1.18-19 Lattimore has “to you may the gods grant who have their 
homes on Olympos / Priam’s city to be plundered.” Alexander writes “may the gods 
who have their homes on Olympus grant you / to plunder the city of Priam.” She 
also avoids the sporadic pitfalls that plague those who attempt Homer in a con-
temporary English idiom. There are no jarring departures from the heroic register, 
no unfortunate improprieties such as Mitchell’s “you son of a bitch” (Achilles to 
Hector) or Lombardo’s “You sissy, curly-haired pimp of a bowman!” (Diomedes to 
Paris).
In the end, the most obvious question raised by such a directly literal transla-
tion may simply be, does it work? Here the individual tastes and desires of different 
readers will inevitably vary. Perhaps a translation that comes so thoroughly close 
to Homer may be more than modern readers can tolerate, and they may seek out a 
version with a more colorful or colloquial feel. Yet this seems an ungracious observa-
tion, since this is an altogether outstanding translation. There can be little doubt that 
it will easily find favor among those who long to get as close as possible in English 
to the original Greek of the Iliad. 
NECJ 43.4      Max Gabrielson
      Wilton High School
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Mary B. Hollingshead. 
Shaping Ceremony: Monumental Steps and Greek Architecture.
Madison, WI: the University of Wisconsin Press, 2015. Pp. 252, including  
44 black-and-white plates, notes, bibliography, and index. Cloth  
(ISBN 978-0-299-30110-1) and e-book (978-0-299-30113-2). $50.00.
“Steps make uneven terrain convenient for humans” (3) is the opening sentence of 
this book. This signals a pragmatic approach to the subject at hand: the function of 
monumental steps in ancient Greek public settings such as sanctuaries and ago-
ras, and their relationship to architecture. Within the scholarship on ancient Greek 
architecture and topography, “[b]road steps for public use are rarely considered as 
significant […] components” (3), the author rightly observes. Yet in what follows, 
she makes a compelling case as to why that scholarly blind spot should be addressed: 
monumental, permanent stairs at sanctuaries and other public places clearly go be-
yond merely easing access to uneven topography. 
The book consists of two major parts: one part explores the biomechanical as-
pects of the human body interacting with sloping terrain and stepped paths; consid-
ers steps’ relationship to architecture, agency, and ritual; and looks at the socio-polit-
ical aspects of steps in the public sphere. Together, they set the stage for the second 
part, a chronological discussion of a number of case studies.
As architectural features steps are participatory and therefore intrinsically 
linked to the size and biomechanics of the human form. The author discerns three 
functions for ancient Greek steps: as retaining walls (e.g. at Selinus) that assumed 
other functions; as pathways up and down that became expressions of ritual pro-
cessions (e.g. at the Athenian Acropolis); and as grandstands (e.g. at Morgantina) 
that became manifestations of community. In all cases she considers steps first and 
foremost in a phenomenological manner, as architectural features that are visually 
observed and physically experienced, individually as well as in groups. In addition 
to the evidence provided by archaeological remains, pictorial evidence coming from 
vase painting, epigraphy, and literary sources are brought to bear upon the discus-
sion. 
By tracing the use of steps as three-dimensional and therefore highly visible 
paths, constructed from stone and thus readily recognizable in the archaeological 
record, the author seizes the opportunity to read the development of public, monu-
mental stairs as a history of ceremony. Whereas initially steps were used for “taming 
terrain” (81), the author notes that over time steep sites became favored, precisely be-
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cause steps made it possible to manifest the promenade architecturale, as Le Corbus-
ier would call it, of processions and rituals. In sanctuaries these would be religious 
in nature, in agoras and other secular sites they would pertain to government and 
group identity. In chronicling that development, she discerns a number of phases in 
the way in which the ancient Greeks considered space, architecture, procession, and 
ritual. These phases, each roughly corresponding to a century from the sixth to the 
second century BCE, provide the structure for the hands-on discussion of steps at 
ancient Greek sites large and small, in Greece, Asia Minor, and Southern Italy.
Unlike for Greek architectural forms, the author sees no need to look for ori-
gins in other cultures or even at Bronze Age precedents—steps are a commonplace 
solution to navigating steep terrain. But, as is clear from sites such as Perachora or 
Selinus, from the sixth century BCE onwards, steps do more than provide access 
and accommodate spectators in a prescribed theatral fashion. Likewise, contempo-
rary stepped pathways seen at Athens, Aegina, and Corinth are deliberately created 
to accommodate processions. 
For the fifth century, the most famous steps are undoubtedly those leading up 
to Mnesikles’ Propylaia in Athens, but it is at sanctuaries like the Argive Heraion 
and at the Sanctuary of Demeter and Kore at Corinth that deliberate landscaping, 
involving massive earth moving, retaining walls and steps, was undertaken. These 
major projects brought monumentality and order, all the while clarifying the or-
ganization of these sites into clearly delineated areas for ritual dining, processional 
parades, sacrificial offering, and spectating.
Steps evolve into permanent stone theatres during the fourth century, a phe-
nomenon famously exemplified by Epidauros, but in that case sets of steps are turned 
into a distinct building type. As architecture, they thus fall outside the scope of this 
study. More often, the author sees fourth-century spatial theatricality achieved by 
manipulating the terrain between buildings, as is the case at Olympia with the long 
stepped retaining wall just south of the row of treasuries and north of the Heraion 
and Metroon. Those steps, constructed anew or combining previously existing 
stretches, visually framed the northern part of the Altis and clarified its organiza-
tion by separating the treasuries, now on a terrace, from the cult spaces below. All 
the while, the steps provided a long grandstand for spectators beholding ceremonies 
and rituals pertaining to Olympia’s various cults and festivals.
The author also links the construction of steps at a number of sanctuaries to 
the fourth-century phenomenon of metoikesis, the deliberate urban displacement. It 
seems that, as a result of the founding of Megalopolis, Lykosoura was compensat-
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ed for the loss of its political independence by increasing its religious significance, 
expressed by means of the addition of monumental steps that flank the approach to 
the shrine of Despoina.
During the third century BCE, the use of steps follows for the most part earlier 
precedent. Notable instances of innovation are linked to the increase of scale in the 
Greek political landscape and the realization that steps can be used to express a pub-
lic image of authority, e.g. at the Sanctuary of Athena at Lindos, or assert communal 
identity, e.g. in the agora at Morgantina. As in contemporary art and architecture, we 
see for the construction of steps a multiplication of drivers, some old and some new. 
Finally, during the second century, roughly until the ceding of Pergamon to 
Rome in 133 BCE, epigraphy indicates that many of the large-scale constructions—
often re-constructions—are tied to donors ranging from wealthy citizens to kings. 
For instance, the Asklepieion on Kos, dating to the fourth-century BCE synoikism 
of the island, was thoroughly refurbished, with a desire for axiality, alignment, and 
symmetry underlying the modifications. The resulting unified design is nonetheless 
the result of a building process phased over several centuries, with the second-cen-
tury overhaul funded if not by the Ptolemies then probably by Eumenes II—foreign 
donors all.
An appendix discusses Hellenistic sites in Italy, many of which take full ad-
vantage of sometimes deliberately chosen steep terrains to create terraces and steps, 
dramatic ascents, and theater-like forms. While inspired by Greek models and con-
structed in an attempt to keep up with their Greek counterparts, Italic sanctuaries 
like Tivoli and especially Praeneste, created largely ex novo, are planned along Car-
tesian grids and uniquely combine theaters, manifesting the very notion of spectacle, 
into their layouts.
In this remarkable book, the author uses steps, a humble architectural feature, 
to unlock a history of spatial awareness and to chronicle an evolution of the spatial 
design of ancient Greek public spaces. As a result, several sites are discussed more 
than once, and therein lies a surprising outcome of this study: sanctuaries such as 
the Asklepion on Kos, often considered the pinnacle of cohesive and unified Late 
Hellenistic sanctuary design, are in reality themselves the result of a process that 
stretched over time.
This book’s conception is as straightforward as it is successful, and left this 
reviewer with a more informed understanding of the Greeks’ spatial thinking and 
its evolution over time. As such, this book makes a meaningful contribution to our 
understanding of the Classical past. Yet many of its insights may also be applied 
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advantageously to understanding spatial and functional aspects of, say, the Spanish 
Steps in Rome, the (indoor but deliberately public) Grand escalier at the Opéra Gar-
nier in Paris, or, for that matter, of Pre-Columbian sites in the New World. 
NECJ 43.4      Pieter Broucke
       Middlebury College
Jacqueline Fabre-Serris and Alison Keith, eds., 
Women and War in Antiquity. 
Baltimore, MD: Johns Hopkins University Press, 2015. Pp. 360. Cloth  
(ISBN 978-1-4214-1762-2) $55.00.
A stimulating collection of papers edited by Jacqueline Fabre-Serris and Alison 
Keith, Women and War in Antiquity explores the role of women in what the ancients 
regarded as the most masculine of realms. Delivering roughly equal coverage of 
Greek and Roman topics, this volume’s sixteen chapters are divided into literary 
(Part I) and historical explorations (Part II), all of which have their origin in the 
inaugural meeting of the European Network on Gender Studies in Antiquity (Eu-
GeStA) in 2009. The scholars in this collection supply thought-provoking interpre-
tations of some of the most central aspects of antiquity from the perspective of gen-
der studies. Although there are moments where one may quibble with a particular 
point or question a specific approach, the volume provides fresh insight and opens 
up avenues for further exploration. For those interested in gender studies, the book 
showcases the potential for gaining new insights through the application of theo-
retical perspectives, while the energetic readings of particular subjects undertaken 
in its individual chapters will benefit interested scholars. Since space is limited, my 
review concentrates on the book’s introduction and representative chapters from its 
two parts.
Fabre-Serris and Keith divide their introduction between an exposition of the 
volume’s central questions and a description of its individual chapters. They offer a 
series of points that distinguish their book’s contents and subtend its arguments: 
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their collection brings together papers on Greece and Rome as well as the literary 
and the historical; and it explores the roles women could play in ancient warfare 
by moving away from an oppositional model toward “multifaceted approaches to 
and perspectives on gender relations” (2). The majority of the introduction previews 
the chapters to come, and while these paragraph-long capsules lucidly present each 
scholar’s argument, it may have been worthwhile to decrease the space devoted to 
prospective summary in favor of a more extensive consideration of the pieces’ poten-
tial dialogue on the collection’s major themes. The editors, for instance, remark how 
the concluding discussion in 2009 moved toward the redefinition of “masculine” and 
“feminine” in antiquity, a fresh perspective that fit productively with the conference’s 
consideration of modern writing on war by women. It would have been worth-
while here to synthesize how the book’s current papers both contribute to this new 
movement in gender studies and connect with women’s writing on modern conflicts, 
particularly given that, as the editors rightly note, one of the challenges of studying 
these topics in “antiquity is that women’s perspective on war is known only through 
writings by men” (4).
In “War, Speech, and the Bow Are Not Women’s Business,” the first of nine 
chapters in Part I, Philippe Rousseau analyzes three Homeric passages where a man 
attempts to stop a woman from asserting control over a specific situation. Differing 
only by a word, these three and a half verses are first spoken by Hector to Andro-
mache about war in Iliad 6, and then are repeated twice by Telemachus to Penelope, 
first about speech in Odyssey 1 and then about the bow in Odyssey 21. Arguing con-
vincingly that these repetitions with variation are meaningful, Rousseau explores 
how the connections between these passages figure the gender of different spac-
es and roles in society. Rousseau’s analysis provides insight into the relationships 
between Hector and Andromache in the Iliad and Telemachus and Penelope in 
the Odyssey, and it would be productive to follow up his brief remarks comparing 
Telemachus and Hector’s behavior with analysis of Penelope and Andromache as 
well, particularly given the opportunity to study the intersection of gender with age.
A later chapter in the literary part of the book, “Women and War: From the 
Theban Cycle to Greek Tragedy,” takes the Homeric epics as background for an 
exploration of how Aeschylus’ Seven against Thebes and Euripides’ Phoenissae con-
struct the familial and political roles of women. In her discussion of these tragedies, 
Louise Bruit Zaidman concentrates on scenes where the female chorus, Jocasta, or 
Antigone address Thebes’ conflict, which fluctuates between an external and civil 
war. Zaidman shows how in the Seven the female chorus moves from a passive to 
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an active role, offering “a collective voice” (90) which ends by mourning the funerals 
it was unable to prevent. Euripides’ play concentrates on specific members of Laius’ 
family, and by considering Antigone’s behavior in relation to Helen’s in the Iliad, 
Zaidman shows how Antigone evolves from a fearful girl into the leader of the city’s 
lamentations. Zaidman perceptively remarks on the significance of this tragedy’s 
praise of Equality given its performance in a time when Athens was beset by exter-
nal and internal conflicts, and her comments illuminate how greater consideration 
might be given to how the male actors’ performance of these complex and powerful 
female voices could have impacted their audiences. 
The volume’s second part considers the historical relationship between wom-
en and war, and a representative example from its seven chapters is Pascal Payen’s 
suggestive contribution, “Women’s Wars, Censored Wars? A Few Greek Hypothe-
ses (Eighth to Fourth Centuries BCE).” Here, Payen engages with the writings of 
Nicole Loraux, a frequent interlocutor for Women and War, and argues that there has 
been a habit in feminist studies “to leave women on the fringes,” far from “the same 
forms of violence and the same excesses as men in time of war” (218). Yet, surveying 
the writings of Herodotus and Thucydides, Payen shows the participation of barbar-
ian women in open warfare and of Greek women in street battles against invading 
armies, and his examples of the latter raise particularly intriguing questions about 
the gendering of a fight that is truly collective as opposed to combat waged by all-
male phalanxes.
In “Women and Imperium in Rome: Imperial Perspectives,” Stéphane Benoist 
analyzes the characterization of Roman and barbarian women as a reflection on 
the men with whom they are associated. Benoist argues that the forceful presence 
of women in war, a “naturally masculine” arena, “signals not only their misconduct 
but also the dysfunction of masculine political institutions” (274). Benoist’s overall 
argument is convincing, but it would be beneficial to further ground some of the 
chapter’s specific claims, which concern sources as diverse as Tacitus’ Annales, the 
Historia Augusta, and inscriptions from the CIL, in a more extensive consideration 
of genre and rhetorical aim, particularly in terms of exploring the implications for 
women’s agency as the principate develops. 
As I hope my review makes clear, Fabre-Serris and Keith have assembled an 
impressive collection of papers that offer insightful interpretations of the relation-
ship between women and war in a variety of Greco-Roman literary and histori-
cal contexts, with the chapters not described here treating topics such as Seneca’s 
Troades, elegiac mistresses, women’s actions in warfare in ancient Greece, and the 
literary representation of Fulvia. To scholars interested in gender more generally or 
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in the specific topics of individual chapters, this volume’s penetrating exploration of 
a variety of evidence will prompt productive questions for further thought.
NECJ 43.4      Aaron Seider
      College of the Holy Cros
Ruth R. Caston and Robert A. Kaster, eds. 
Hope, Joy, and Affection in the Classical World. 
Oxford: Oxford University Press, 2016. Pp. 296. Cloth  
(ISBN 978-0-19-027829-8) $74.00.
This handsome volume in honor of David Konstan brims appropriately with in-
sightful, authoritative scholarship of considerable breadth, spanning the classical 
world from Archaic Greek poetry through St. Augustine. A richly textured collec-
tion, it expands the category of emotion to encompass diffuse affect and attitudes 
such as goodwill or positive outlook. At the same time, its focus on hope, joy, and 
affection begins to counterbalance the grave and occasionally morose emphasis pre-
vious scholars have placed on negative emotions arising from situations of conflict, 
suffering, and loss (e.g. Braund 2003, D. Cohen 1995, Sternberg 2005). All foreign 
terms are translated and/or transliterated as needed. With the exception of the essay 
by Ed Sanders, the contributions are directed toward scholars and graduate students. 
The eleven essays fall into three sections: one on hope, the next on joy and happiness, 
and the last on fellow feeling and kindness. 
The bottom layer in this Festschrift cake, as it were, is Hope. Observing that 
emotion metaphors furnish a helpful bridge between cultures, Douglas Cairns ex-
amines the metaphorical construction of elpis in archaic and classical Greek poetry. 
He deftly explores whether elpis even constitutes an emotion. Is elpis “hope,” marked 
by fervent desire, or is it “expectation,” a more rational calculation that can foresee 
bad outcomes as well as good ones? Some instances are ambiguous; in others, the 
context points clearly to one of those two meanings. Cairns concludes that our de-
siderative hope “is a distinct and prototypical sense of elpis in archaic and classical 
Greek” (44). And in those cases, he asks, is elpis helpful or destructive, i.e., bound 
up with folly and ruin? Cairns finds: “Homeric epic is a significant exception, but 
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in Hesiod, archaic lyric, elegiac and iambic poetry, and tragedy the imagery of elpis 
confirms that the moral and practical risks that it entails are at least as prominent 
as its positive motivating force” (p. 43). The pleasures of this nuanced essay are con-
siderable.
Damien Nelis explores the “highly sentient” world of Vergil’s Georgics to 
demonstrate how all four books fashion a “passion-filled world of anger, fear, pity, 
and hope” (p. 46), thereby offering an important new way to measure the poem’s 
optimism/pessimism—through the emotional life of farmers. The heightened emo-
tional intensity of the Book 4 tale of Aristaeus, Orpheus, and Eurydice is linked to 
emotional elements in the rest of the poem. Amid recurrent references to recent 
historical events that are enmeshed with the world of farming, Nelis detects a sense 
of hope in Caesar. 
In “‘Torn between Hope and Despair,’” Laurel Fulkerson examines narrative 
foreshortening and suspense in the five extant Greek novels, which offered ancient 
readers “an emotional rollercoaster safely removed from the troubles of real life” (75). 
Hopes in the Greek novel, unlike the rest of Greek literature, are generally fulfilled, 
at least for the protagonists, and Fulkerson discovers a strong correspondence be-
tween hope in the novel and Aristotelian analyses of hope.
The second layer, on joy and happiness, begins with an essay by co-editor Ruth 
Caston. Discussing the exuberance of joy in Roman comedy, she finds contrasting 
uses in Plautus and Terence. Joy has a social dimension in Terence: “[T]he focus 
is not simply on one person’s good fortune, but on how its arrival sets in motion a 
range of questions about others’ responses to it” (107).
Michael Putnam’s essay on Horatius felix explores the quality of felicity at-
tributed to that lyricist in antiquity. In so doing, Putnam turns “what might at first 
seem a passive attribute, a blessed state of external or internal being, afforded by na-
ture or fate, into something more active—a personal virtue, a salutary characteristic, 
that affects for the better whatever it creates or even touches” ([111 n. 1). Explicating 
Carmen 4.2 because it is directly concerned with poetics, Putnam draws attention to 
the repeated uses of verticality in the poem. For example: “Pindar, the grand Hel-
lenic proponent of sweeping poetic utterance, takes wing heavenward like a singing 
swan. Glorious Greek bird yields to buzzing Italian bee as a supremely eloquent, 
ascending creature is contrasted with the lowlier, terrestrial insect, in Horace’s anal-
ogy for himself, as it makes the honey of carefully crafted art in the environs east of 
Rome” (118). 
These next two essays both deal with concepts of joy in Stoicism. Margaret 
Graver, writing on Seneca and the gaudium tradition, finds that Seneca employs a 
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concept of wise joy very similar to that found in Hellenistic Stoicism. “[G]audium 
is [sometimes] an occurrent affective response in the wise person to objects like the 
safety of one’s homeland—that is, toward the sorts of objects Stoics call preferred 
indifferents” (135). Christopher Gill, analyzing positive emotions in Stoicism, finds 
that the wise person, while free from foolish emotion, nevertheless has affective 
states. Gill critiques work Adolf Bonhöffer did on Andronicus and Epictetus, and 
then devotes the rest of the essay to the Meditations of Marcus Aurelius, arguing that 
wise emotion is connected with oikeiosis (a form of appropriation leading to ethical 
development or self-transformation). Gill’s essay will most likely appeal primarily to 
his fellow philosophers. 
Fellow-feeling and kindness constitute the third layer of the cake. In “Gen-
erating Goodwill and Friendliness in Attic Forensic Oratory,” Ed Sanders moves 
beyond the well-known tricks orators employed to arouse pity to consider the full 
range of methods used to shift the jurors’ feelings for or against the litigants. Sand-
ers, who succeeds in making his essay accessible to undergraduates, seeks to un-
derstand eunoia or goodwill; for Aristotle, “goodwill is … a one-way feeling, while 
friendship is reciprocal” (167).
David Armstrong uses new texts from Herculaneum to delve into the three 
tiers of Epicurean friendship. Disputing the claim that friendship is a mask for 
self-interest, he finds that, to the contrary, human beings can have friendships like 
those attributed to the gods (187); but we also share mutual obligation to one an-
other. The On Property Management sheds much-needed light on friendship in the 
lower tier of the Roman and Italian elite. And finally, Armstrong weaves in Horace 
Sermones 2.6. In a nutshell -- we should take seriously what the Epicureans say about 
friendship, and in this tour de force, Armstrong shows us how.
Gillian Clark sets out to distinguish the different kinds of love and fellow feel-
ing discussed by Augustine in De Civitate Dei 14. She furnishes a clear analysis, 
finely combing out distinctions in meaning and usage among terms including amor, 
bona voluntas, caritas, dilectio, etc. Emotions, she finds, are acceptable to Augustine: 
they are part of human nature, which is God’s good creation.
Finally, Martha Nussbaum puts a maraschino cherry on top with a reception 
piece on Mozart’s 1791 opera La Clemenza di Tito. She convincingly demonstrates 
that the opera, “a profound statement about mercy and the sympathetic imagination” 
(226), employs the egalitarian Classical rather than the hierarchical Judeo-Christian 
model of mercy. Nussbaum, herself a singer, catches every nuance of emotion in both 
music and libretto.
As yet another of David Konstan’s devoted admirers, I find this volume a fit-
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ting compliment to the wise, generous, and brilliant man who has done so much to 
establish the study of emotion in antiquity and encourage younger scholars. 
NECJ 43.4      Rachel Sternberg
     Case Western Reserve University
David H. J. Larmour, 
The Arena of Satire: Juvenal’s Search for Rome. 
Norman, OK: University of Oklahoma Press, 2016. Pp. 368. Cloth  
(ISBN 978-0-8061-5156-4) $34.95.
Full disclosure: David Larmour once encouraged me to expand a conference paper 
and submit it to AJP, then invited me to submit an abstract to a CAMWS panel he 
was proposing the following year.
It is a good time to study Juvenal. Hot on the heels of Catherine Keane and James 
Uden’s 2015 monographs (Juvenal and the Satiric Emotions [Oxford] and The Invis-
ible Satirist: Juvenal and Second-Century Rome [Oxford], respectively) comes David 
Larmour’s stimulating book, which leads the reader on a dark tour of the Juvenalian 
corpus as it repeatedly exposes and explores “the permanently fractured subjectivity 
of the civis Romanus” (5). This “destabilization” of Romanitas, coupled with Juve-
nal’s emphasis on the grotesqueness and permeability of the human body and his 
intentionally overwhelming “rhetoric of exemplarity,” compels the reader to reflect 
upon the necessity of excluding an Other in order to define any identity (9, 13). Like 
Keane and Uden, Larmour situates Juvenal within his imperial context, not simply 
his generic context. Thus, references to Cicero, Martial, Pliny the Younger, Seneca, 
and Juvenal’s satiric predecessors are most frequent, but Calpurnius Siculus, Ovid, 
Petronius, Statius, and Tacitus are brought into the mix as well. Indeed, Larmour’s 
references are often positively Juvenalian in their number and variety.
Chapter 1, “Satires from the Edge,” offers a persuasive close reading of the opening 
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lines of Juvenal’s first Satire. Here Larmour illustrates Juvenal’s foregrounding of the 
themes that imbue his entire corpus: confusion of categories and hierarchies (espe-
cially the violation of gender roles), punishment, travel and quests, lack of closure, 
and noise. Juvenal’s satirist is no longer merely an auditor, but ultor (Hor. Ep. 1.19) 
and editor (via edam at 1.21, 14.316-7; cf. 3.36) of his own games, since he punishes 
his victims and displays their violent dismemberment for the entertainment of his 
audience. To Larmour, spectacle is both the subject matter and purpose of Juvenal’s 
satire, an idea he expands upon in chapter 3.
The second chapter, “Beyond the Pale,” focuses on Juvenal’s use of space within 
Rome and across the Empire to display anxieties about slippage in gender roles, 
especially through repeated imagery of permeable borders, walls, and doorways in 
Satires 2, 6, and 9. Larmour sees two types of movement within the satires, cen-
trifugal and centripetal, and attempts to map this binary onto the two genders, so 
centrifugal motion (out of the house toward the borders of Roman space, or back 
in time toward Rome’s glorious past) is portrayed as masculine while centripetal 
motion is represented by the flow of “feminizing” Greeks, Egyptians, and luxury 
items toward Rome itself (108). Larmour deploys these axes more successfully in his 
discussion of plague, in that contagion and vice enter Rome or the body from the 
outside, then spread from the point of contact outwards to infect the remainder of 
the whole. Juvenal’s second satire, through the phrase frontis nulla fides (Sat. 2.8), also 
introduces the gap between signifier and signified that Larmour sees as a hallmark 
of Juvenalian discourse. Larmour closes the chapter with a metapoetic turn, declar-
ing that the satirist’s “repetitive and incremental style, a ‘plague of satire’ in other 
words,” is necessary to portray the diseased city and thereby compel the reader to 
recognize the moral disaster that has befallen it (161). In the process, however, this 
same plague of satire is also responsible for destroying the genre itself (161).
Larmour’s third chapter, “The Arena of Satire,” reviews the gladiator and the 
arena as subject matter and metaphor in Roman philosophy, history, poetry, and the 
novel, drawing on recent studies of the arena and its function in Roman imperial 
ideology to argue that the arena space and the gladiator himself can function as, 
respectively, a potential map and embodiment of Romanitas (167, 171). Juvenal moves 
beyond the arena as a source of inspiration, however, so his poetry is also thematical-
ly connected to the Colosseum though its emphasis on enclosure and boundaries, on 
the process of eating and excreting, and on the spectacle of the punished body (198). 
Expanding upon ideas presented in his first chapter, Larmour argues for the satirist 
as both the editor presenting the show by choosing the targets and the gladiator or 
venator attacking those targets (199). A short section on the unknowable nature 
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of the Juvenalian satirist and the poems’ lack of a central persona concludes with 
Larmour’s fascinating but ultimately unprovable proposal that an ancestor of Juve-
nal’s violent satirical voice can be found in Phersu, a masked figure in an Etruscan 
funerary relief and the probable source of the Latin term persona, whom he views a 
“masked organizer of tortures” (210).
Focusing on the fourth and fifth books of Juvenal’s Satires, Chapter 4, “Melting 
Down the House,” demonstrates how even material goods fail to provide an anchor 
of stability in Juvenal’s world, be they luxury items, furniture, or statues of ancestors 
and famous Romans (250). These later books continue Juvenal’s exploration of Ro-
man avarice and violence, and also present the view that philosophy and religion are 
of no help at all: “the good, ‘philosophical’ advice is always already undermined by 
its surroundings at the moment it is dispensed” (233, 259). Furthermore, Larmour ar-
gues, there can never be any meaningful moral antithesis to Juvenal’s Rome because 
any such alternative “is predicated upon the world of the satires and has no indepen-
dent existence. It is itself just a part of the discourse” (259). A close reading of Satire 
15 then leads Larmour to two metapoetic conclusions: that the genre of satire is itself 
cannibalistic (289—an intriguing contrast to Maria Plaza, The Function of Humour 
in Roman Verse Satire [Oxford, 2006] 340-1, in which satire is the cannibals’ victim) 
and that Juvenal is rejecting the Horatian model of the philosopher-satirist in favor 
of the Lucilian warrior-satirist (291).
In “The Plague of Satire,” Larmour concludes by tracing similar themes of 
violence, abjection, and the disintegration of signifying systems in some of Juvenal’s 
modern satirical descendants: Evelyn Waugh, Martin McDonagh, and Viktor Pele-
vin, with Jonathan Swift introduced as the vital link between ancient and modern 
(305). Larmour exhorts the reader to accept that Juvenal’s texts lack both closure and 
coherence and thus should be understood as utterly transgressive (297). Nor should 
Juvenal’s destabilization of every aspect of Roman identity be understood as correc-
tive; it is instead deeply philosophical, spurring the discomfited reader beyond banal 
platitudes toward serious deliberation and critical self-analysis (320).
Engagingly written and offering many perceptive readings of Juvenal’s exces-
sive oeuvre (even if some of them fail to convince), The Arena of Satire repays close 
attention. Typographical and other errors are few and minor.
NECJ 43.4      Erin K. Moodie
       Purdue University
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Maurice Sendak, trans. Richard LaFleur, 
Ubi Fera Sunt. 
Mundelein, IL: Bolchazy-Carducci Publishers, Inc., 2015. Pp. 40. Cloth  
(ISBN 978-0-86516-831-2) $24.00. 
 
Nothing better at the end of a long Latin lesson on, say, adjective agreement, than to 
settle everyone in a circle on the floor and to read a story. Latine, certe. Contempo-
rary children’s books translated into Latin offer a break from grammar and are still 
Latin. Most of the students know the books in English, so reading aloud provides a 
rare chance for students to comprehend without translating. Recently translated as 
Ubi Fera Sunt by Richard La Fleur, Where the Wild Things Are is an obvious choice 
for this genre. 
Maurice Sendak’s classic follows a hero’s journey and stars a cute kid, but few 
adults liked it when the book came out in 1963. Bruno Bettelheim denounced Sen-
dak because his book fed into a child’s ‘primal fear’ of being sent to bed without food. 
Rebuttals pointed out that this is going a bit far in a world where starving children 
appear on the television. Parents and teachers worried that the book taught kids it’s 
fine to talk back to Mom. But what better response to Mom calling her kid, “Wild 
Thing!” than the reply, “I’ll eat you up”? Family humor, hardly a threat. Comments 
from reviewers ranged then from “a pointless and confusing story” to “the child will 
accept it wisely and without inhibition.”
Proof of the book’s value: children read it over and over. So why not read it 
with adolescent students whose Latin is elementary but whose imaginations are 
middle or high-school? With a clever translation, some useful, imaginative Latin 
might stick. Richard La Fleur, translator of Ubi Fera Sunt, imitates Sendak’s English 
closely. This works beautifully in some places, such as the over-the-top anaphora 
and assonance at “terribiles fremitus fremebant et frendebant dentes terribiles et 
volvebant oculos terribiles terribilesque ungues monstrabant.” Don’t forget to draw 
out those Rs and generally ham it up so the students hear the adjectives agreeing.
More often, the Latin of Ubi Fera Sunt is not so easy to navigate. Richard La 
Fleur writes on the Bolchazy-Carducci website that he was concerned to make the 
Latin intelligible for all readers, even rusty ones. He consulted Roman texts and the 
OLD with questions of grammar. The translator says he consulted, “Cicero, Horace, 
and the younger Seneca, as well as Ennius, Persius, and others (OLD s.v. dīcō, 2.d)” 
before choosing dixit over inquit. I agree, based on a goal of simplicity in children’s 
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texts. Dialogue tags should not draw attention to themselves; what the character 
says is more important.
Other choices made in Ubi Fera Sunt do not lie so comfortably in a chileren’s 
book: translating every English word and keeping the English word order. For ex-
ample, compare “so he was sent to bed without eating anything” with “missus est, 
igitur, ad lectum sine edendo quidquam.” Igitur and the commas are distracting; 
edendo quidquam complex. I don’t think it matters, as Richard La Fleur researched, 
that Varro occasionally used sine with a gerund (whether he would have used an 
object with that gerund is more doubtful). The gerund and object structure impedes 
the flow. The point, as Bettelheim noted, is that Max is hungry. Esuriens not only 
works grammatically but also would directly summons the reader’s empathy with 
Max. And esuriens is showy, a useful word for students to pick up.
Richard La Fleur says the line, “He waved good bye,” presented a challenge 
because the Romans didn’t wave good bye. Max isn’t a Roman! This is a story in 
Latin about a presumably North American mid-nineteenth century child. La Fleur 
renders the phrase manum iactavit, which is understandable by the reader who can 
see the picture where Max waves. Again, simplifying for cultural difference, what’s 
wrong with valefecit?
The Latin often lacks rhythm. Matching the English syllable for syllable, Rich-
ard La Fleur composed the title, Ubi Fera Sunt, to imitate Where the Wild Things Are, 
but slavish following of English word-order makes for a rough Latin read. I stum-
bled on “dolo intuendi in omnes oculos luridos eorum sine semel conivendo.” First, 
dolo intuendi strikes me as pressing something out of dolus and the genitive that isn’t 
there. Second, the unnecessary eorum breaks the comparison of Max’s unblinking 
stare away from the Wild Things’ oculos luridos. In such places, word-for-word trans-
lation eliminates the rhythmic swing which more Latin’s flexible word-order could 
exploit.
We today can’t appraise a children’s book in Latin by imagining whether Ci-
cero or Horace would find it appealing. The Romans didn’t have children’s books, 
and certainly not illustrated ones dedicated to encouraging children use their imag-
inations. Translators build new roads between cultures, choosing what should be 
translated (the sense or the words, or both if you can) and attempting to translate 
it elegantly. For instance, as small a task as translating Where the Wild Things Are 
into Ubi Fera Sunt engages some cultural biases. Fera can certainly be translated as 
“wild things,” but the neuter plural does not, for me, bring up images like Sendak’s 
creatures, which are clearly animal/people. Sendak in fact claimed that the Wild 
Things were his overbearing relatives. In American parent-language, we don’t imply 
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a neuter when we call our kids “wild things.” I’m treading a slim trail above a chasm 
here, but using the neuter might be understood as a gender-fluid choice, which is 
contemporary and politically correct in 2016. However, the neuter in this sense is 
anachronistic, both for Romans and for Sendak. Avoiding all this, I might have cho-
sen a noun over an adjective. for the Wild Things. The French translator titled the 
book, Max et les Maximonstres; it’s Donde Viven los Monstros in Spanish.
I acknowledge the deep research and difficulties involved in every decision 
made while bringing a classic to life in an alien culture. Translators bear the weight 
of presenting oddities of foreign cultures as normal in context. Cicero and Horace 
aren’t the readers of Ubi Fera Sunt. The book’s readers will vary widely in abili-
ty: from the accomplished Latinists to the unsuspecting child whose parents want 
something different to have around to read. Most readers will be those irrepressible 
adolescents who might volvunt oculos terribiles over yet another passage of Vergil, 
demanding instead that turba fera incipiat!
NECJ 43.4    Nell Wright
Montague, MA
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L E T T E R  F R O M 
T H E  P R E S I D E N T
S alvete, collegae; spero vos omnes tempestate pul-chra, discipulis diligentis, libris iucundis frui!
As I write this, my first-year college students have just come 
to the midpoint of their first semester. The initial culture shock 
of college is wearing off and they’re settling in. So, too, are we 
settling in to the routine of the semester — always different from 
one year to the next, yet always familiar. We read, we grade pa-
pers, we pose questions and hope the students will respond.
Those moments when the class perks up and everyone is 
engaged are the best part of the job, aren’t they? Yes, we get paid 
to read books and talk about them. Yes, if I want to re-tell the 
story of Lysistrata in Sanskrit, or re-write an Indian fable in easy 
Greek, I can do that. I have several languages and a whole library 
to play with, and I never get tired of reading Ovid or Sophocles 
or Kālidāsa. But glorious as it is to curl up alone with a book, 
the real excitement comes when we get to share that book with 
students who are discovering it for the first time.
This week I’ve had advanced undergraduates talking in 
sophisticated terms about Caesar’s rhetorical strategies and his 
colonial goals in Bellum Gallicum, first-year students coming to 
grips with Oedipus’s tragic fate, and beginning language students 
fearlessly answering simple questions in the target language. I’m 
sure you’ve all had your own triumphs and victories this term as 
well, and I wish you many more.
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The call for papers for our Annual Meeting has just gone out. 
As President, I get to review the submissions, pick the best 
ones, and put together a program for next March (it’s the 17th 
and 18th, at Phillips Exeter Academy, as I’m sure you all know). 
You can submit a 300-word abstract for a 15-minute paper, or 
a one-page proposal for an hour-long workshop session. The 
deadline is 1 December. Whether you submit a paper or not, do 
come to the meeting and converse with colleagues from all over 
New England.
With all good will,
Anne Mahoney, Tufts University
President, Classical Association of New England
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A N N O U N C E M E N T S
Call for Papers
The 111th Annual Meeting of Classical Association of New England will be held at 
Philips Exeter Academy, Exeter, NH on Friday and Saturday, 17 and 18 March 2017. 
All interested scholars are invited to submit abstracts (300 word maximum) no later 
than 1 December 2016 for papers to: 
CANE President, 
Anne Mahoney, Department of Classics, 
Eaton 331, Tufts University, Medford, MA 02155; 
anne.mahoney@tufts.edu
Barlow-Beach Distinguished Service Award
The Barlow-Beach Distinguished Service Award recognizes a member of CANE 
whose service to the organization and to Classics in New England has marked 
the recipient’s career. Annually, the President serves as Chair of the Barlow-Beach 
Award Committee, and invites the CANE members to submit nominees to:
Anne Mahoney, Department of Classics, 
Eaton 331, Tufts University, Medford, MA 02155; 
anne.mahoney@tufts.edu
Matthew Wiencke Teaching Prize
The Matthew I. Wiencke award recognizes excellence in teaching at the primary, 
middle and secondary school levels. Nominations are invited for this year’s award. 
A nominee must be:
1. a member of CANE,
2. currently teaching Classics in a New England primary, middle, or 
secondary school, and 
3. nominated by a professional colleague (fellow teacher or administrator at 
the nominee’s school, or a classicist from another school who knows the 
nominee well in a professional capacity).
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Letters of nomination should contain evidence of the nominee’s qualifications, par-
ticularly those qualities exemplified by Matthew Wiencke in his personal life and 
professional career, among them “his infectious wit, his boundless enthusiasm, his 
optimism, and his loyalty,” as expressed by Norman Doenges in his memorial pub-
lished in the November 1996 issue of the New England Classical Journal.
Letters of nomination should be sent to the senior At-Large Member of the 
Executive Committee: 
Nell Wright, 
PO Box 2, Montague, MA 01351; 
413-665-9676; 
nellwright79@gmail.com. 
Only those nominations postmarked by December 31, 2016 will be considered for 
this year’s award, which will be presented at the CANE Annual Meeting in March, 
2017. Current members of the CANE Executive Committee are not eligible for 
nomination.
Phyllis B. Katz Prize for Excellence 
in Undergraduate Research
This Prize was established in honor of Dartmouth College teacher and CANE 
member, Phyllis B. Katz. College professors are invited to submit exemplary under-
graduate papers for consideration to: 
Sean Smith, 
14 Allen St., Amherst, MA 01002; 
413-549-1261; 
smiths1@arps.org. 
The winner of the prize will read his/her paper at the 111th Annual Meeting, and will 
receive a small monetary award in recognition of excellence.
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Certification Scholarship
CANE will provide up to $1500 to an outstanding junior or senior undergraduate 
in New England who is preparing for secondary-school certification as a teacher of 
Latin or Greek or both in one or more of the New England states, or to the holder 
of a Master’s degree to cover the cost of tuition and other fees required to obtain 
such certification. Full-time, part-time, and summer programs will qualify.
Deadline for application is 1 January 2017. Please, send the following to: 
Amy White, 
8 Green Hill St., Manchester, CT 06040; 
860-647-0559; 
argentum@cox.net.
1.  Two letters of recommendation from college classicists who know your 
proficiency in Latin and/or Greek.
2. A letter from someone (e.g., former or current teacher, supervisor, 
counselor, clergyman) who can speak to your ability to communicate and 
work with young people and inspire them to high levels of achievement.
3.  A personal statement of NO MORE than 1000 words in which you 
explain why you want to pursue a career as a secondary-school classicist.
4.  High School and College transcripts.
5.  A description of your program and the expenses involved.
Other Scholarship opportunities and application details are described on the CANE 
website. Please visit: www.caneweb.org
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Funding Opportunities
Two sources of funding are open to CANE members.
Educational Programs funding is awarded to any group or sub-group of the 
membership to promote a program of interest designed to promote understanding 
of the Classics, pedagogy, or topics within ancient history. To apply for funds, a 
letter outlining the program and its goals, including the intended audience may be 
submitted to:
Dr. Edward Zarrow, World Languages Department, 
Westwood High School, Westwood, MA 02090; 
781-326-7500 x3372; 
tzarrow@westwood.k12.ma.us.
Discretionary Funds are awarded four times each year for supplies, ancillary materi-
als, or enrichment materials that will enhance a particular project or curriculum, and 
for which other funding is unavailable. The deadlines are: 1 October 2016; 1 January 
2017; 1 April 2017; and 1 July 2017. Applications may be submitted to: 
Charles Bradshaw, 
54 Potwine Ln., Amherst, MA 01002; 
413-253-2055; 
cbradshaw@comcast.net.
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L I S T  O F  B O O K S  
R E C E I V E D ,  N O V E M B E R  2 0 1 6
Publishers are invited to send new books for this list to  
Prof. Jennifer Clarke Kosak,  
NECJ Book Review Editor, Department of Classics, Bowdoin College, 
7600 College Station, Brunswick, ME 04011; 
jkosak@bowdoin.edu
Clifford Ando, Roman Social Imaginaries: Language and Thought in Contexts 
of Empire. Toronto, ON: University of Toronto Press, 2015. Pp. 134. Cloth 
(ISBN 978-1-4426-5017-6) $45.00.
Cynthia Damon, ed. and trans., Caesar: Civil War. Loeb Classical Library 
39. Cambridge, MA: Harvard University Press, 2016. Pp. 450. Cloth 
(ISBN 978-0-674-99703-5) $26.00. 
Malcolm Davies, The Aethiopis: Neo-Analysis Reanalyzed. Cambridge, MA: 
Harvard University Press (Center for Hellenic Studies), 2016. Pp. 120. 
Paper (ISBN 978-0-674-08831-3) $22.50.
Dale A. Grote, The Vulgate of Mark, with the Synoptic Parallels. Mundelein, 
IL: Bolchazy-Carducci Publishers, Inc., 2016. Pp. xxii + 442. Paper  
(ISBN 978-0-86516-835-0) $29.00.
George A. Kennedy, Quintilian: A Roman Educator and his Quest for the 
Perfect Orator, revised edition. Sophron Editor, 2013. Pp. xviii + 171. Paper 
(ISBN 978-0-98978-3613) $9.95.
Mark Riley, ed., intro., notes, A Neo-Latin Reader: Selections from Petrarch 
to Rimbaud. Sophron Editor, 2016. Pp. xviii + 381. Paper  
(ISBN 978-0-98978-3682) $12.95.
John C. Rolfe, ed. by Giles Laurén, Cornelii Nepoti Vitae, with notes, 
exercises and vocabulary, corrected edition. Sophron Editor, 2016.  
Pp. xx + 413. Paper (ISBN 978-0-9850811-7-1) $15.00.
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Edward Schiappa, David M. Timmerman, and Giles Laurén, Jebb’s 
Isocrates: Newly Edited. Sophron Editor, 2016. Pp. cxxxvi + 430. Paper 
(ISBN 978-0-98978-3651) $17.50.
Jo-Ann Shelton, Pliny the Younger: Selected Letters. Mundelein, IL: 
Bolchazy-Carducci Publishers, Inc., 2016. Pp. xxx + 264. Paper  
(ISBN 978-0-86516-840-4) $29.00. 
Paul Stephenson, The Serpent Column: A Cultural Biography. Oxford: 
Oxford University Press, 2016. Pp. 304. Cloth  
(ISBN 978-0-19-020906-3) $74.00.
Diane Arnson Svarlien, trans., with intro. and notes by Matthew Wright, 
Euripides: Ion, Helen, Orestes. Indianapolis, IN: Hackett Publishing 
Company, 2016. Pp. 368. Paper (ISBN 978-1-62466-480-9) $13.00.
Peter Thonemann, The Hellenistic Age. Oxford: Oxford University Press, 
2016. Pp. 165. Cloth (ISBN 978-0-19-875901-0) $17.95. 
Brian Walters, trans., with intro. by W. R. Johnson, Lucan: Civil War. 
Indianapolis, IN: Hackett Publishing Company, 2016. Pp. 305. Paper 
(ISBN 978-0-60384-996-8) $17.00. 
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P O S T S C R I P T
New England Classical Journal 43.4 (2016) 310-311
Erasmus in the Rain
Anne Mahoney 
Tufts University
The following is poem 82 in the standard edition of Erasmus’s works:
Obsecro, quid sibi vult, ingens quod ab aethere nimbus 
Noctes atque dies sic sine fine ruit? 
Terrigenae quoniam nolunt sua crimina flere, 
Coelum pro nobis solvitur in lacrimas.
Clearly it’s been raining for a long time, noctes et dies. Big black clouds fill the air and 
oppress the world. The verb ruit is particularly nice: the cloud falls onto the world, 
like an attacking army. The speaker wonders why. It’s not clear who’s supposed to 
answer the question of lines 1–2: perhaps the sky itself, perhaps God, perhaps no one 
in particular. The speaker vents his frustration in a question.
In the second couplet, the speaker supplies his own answer: heaven itself weeps 
for our misdeeds, since we don’t. The poetic word terrigenae raises the tone of the 
poem considerably, compared to the rather ordinary idiom quid sibi vult (which 
turns up in authors from Seneca to Petronius). Although the satirist Lucilius uses 
it, terrigenae really belongs to epic language (Lucretius 5.1411, 1427; Ovid Met. 3.118, 
5.325, 7.36, 7.141, Lucan 3.316, 4.553, and so on — though nowhere in Vergil). At first 
the speaker seems to distance himself from those humans who have done wrong, 
or at least from those who show no remorse: nolunt is third person. The last line, 
though, brings the speaker and the reader into the narrative with nobis: it’s on our 
behalf that the heavens cry.
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In classical Latin, of course, a crimen is usually a charge or an accusation, but it can 
also mean the fault that someone is accused of, as for example in Ovid Met. 2.447, 
“Heu, quam difficile est crimen non prodere vultu,” where Callisto’s face clearly 
shows that she’s slept with Jupiter: an action, not a mere accusation.
The word order here is entirely straightforward; the only difficult phrase is 
ingens … nimbus, which is distracted to colon boundaries in the regular way (by 
Watkins’s Rule).
Although Erasmus’s most important texts are in prose, such as the Praise of 
Folly, the Adages, the Colloquies, and the theological works, he was also quite a com-
petent poet, as this little verse shows.
We may render:
What is the meaning of this ceaseless rain? 
Why do the black clouds constantly attack? 
As earthlings feel no sorrow for our crimes, 
Heaven itself weeps to supply the lack.
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The NLE New Latin 
Educators Scholarship
The National Latin Exam is excited to continue its New Latin Educators 
Scholarship. In keeping with the spirit of inspiring young people to en-
ter the teaching profession, the NLE will give five $2000 scholarships in 2017 
to high school seniors or college undergraduates who desire to teach Latin. 
These scholarships are renewable as long as the recipients are continuing to 
earn a degree in Latin or classical studies with the intent to teach Latin. Tak-
ing the National Latin Exam is not a requirement for this scholarship.
The recipients who are juniors and seniors in college will be invited to 
attend the American Classical League Institute at the expense of the NLE. 
Why, you may ask? Since ACL is committed to the “preservation and ad-
vancement of our classical inheritance from Greece and Rome,” it offers sound 
and thought provoking sessions on ancient authors, technology, and peda-
gogy, and it promotes camaraderie with other Latin and Greek language in-
structors. This scholarship committee believes there is no better way to foster 
enthusiasm for teaching Latin than to participate in an ACL Institute.
The NLE New Latin Educators Scholarship Committee, along with the 
Writing and Steering Committee, will provide mentorship for the first three years 
of the recipients’ teaching careers. Often Latin teachers are alone in their buildings 
and desire advice from someone who understands their daily challenges. It is our 
hope to provide resources and encouragement to beginning teachers of Latin.
This committee is comprised of Sue Robertson and  
Margaret Hicks, Co-Chairs, Kristen Bortner, John Chu,  
Dobbie Vasquez, David Volk, Ben Watson, and Mark Keith, ex officio.
Please go to http://nle.org/scholarship/nlenewlatineducatorsscholarship  
for the scholarship application form.
Please go to http://nle.org/scholarship/nlenewlatineducatorsscholarshiprec  
for the scholarship recommendation form.
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